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Frontispiece —“Chloe on the Cross” 

Chloe (Amanda Seyfried) falls from a window. (From Chloe, directed by 
Atom Egoyan, 2009.) She is posed as if on a Cross. Also, note the 
Stigmata on her left hand. See pp 13, 25. 
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^ The Delphic E. 


The name Delphi comes from the Greek word— delphys —for ‘womb,’ as 
does the word dolphin .' Our first gods were female. This fact is certainly 
true psychologically, if not historically. 2 Yet, at Pamassos, before Apollo 
slew the Python and usurped the Temple at Delphi, the holy place was 
sacred to Gaia the Earth Mother 3 —Mother of us all. Despite assertions 
that Apollo transmitted his words to the oracle or Pythia, the etymology 
and a tradition well attested in ancient times maintain that Gaia or her 
daughter Themis reigned at Delphi before Apollo's dominance. 4 Above 
the entrance to this sanctuary, one letter crowned all who entered. This 
was the Delphic E. 

Epsilon [E e] was also the sign used for the number five by the ancient 
Greeks. Various ideas are thought to be symbolized by the Delphic E. 

The ancient Greek philosophers generally asserted that five elements 
composed a human being: body, animal soul, psyche, intelligence, and 
divine spirit. 5 This was long before modern science; accordingly, this idea 
was almost a matter of dogma. Humans have four limbs and a head, and 
there are five senses. Th efive are the cardinal points of the compass: 
north, south, east, and west; and also Above, that is Heaven. The world 
was thought to be composed of five elements: earth, water, fire, air, and 
light or ether—the quintessence: what the alchemists were searching for. 6 
The number five is a concomitant of the Golden Section, 7 a proportion 

1 Knight, Symbolical Language of Ancient Art and Mythology, p 107, n 247; and Bayley, The Lost 
Language of Symbolism, vol 2, pp 86-87; and Jung, Psychology of the Unconscious, p 533. 

2 See Neumann, The Great Mother. He notes that the idea of a strictly matriarchal period in the 
development of religion may not be historically sound, yet psychologically individuals pass 
through such a period, signs of which are everywhere. 

3 Smith, Dictionary of Greek and Roman Biography and Mythology, vol 2, p 195. The early history 
of Delphi is not clear. Before Apollo, Gaia or Ge may have shared Delphi with her consort 
Poseidon. Fontenrose, Python (chap. 13), discusses some of the early history and mentions the 
presence of Dionysos among other gods. It seems significant, however, that the famous oracle was 
always a woman. 

4 Aeschylus, Eumenides, 2; and Pausanias, X, 5,5 3. 

5 Julien, The Mammoth Dictionary of Symbols, p 156. 

6 Biedermann, Dictionary of Symbolism, p 276. 

7 1 + V5 -r- 2 = 1.618 or approximately 8:13. 
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known since Euclid and believed to be revelatory of divine truth, harmony 
and beauty. 8 A significant amount of art contains this proportion. 9 
Therefore, five embodies perfection. 10 The fundamental principles or 
attributes of the divine were believed once to be five in number: being, 
sameness, diversity, motion, rest; 11 that is, God is totality. Modern 
psychological research has revealed that the number five is associated with 
spring and the erotic. 12 To the Pythagoreans, five was the figure for 
Light. 13 Five is the number that marks the Center 14 —the beginning of all 
things, or God. 15 The sound \e\ is also the second person, present 
indicative of the Greek verb to be— ‘you are/thou art.’ 16 So that the gate 
proclaimed and everyone declared upon entering, “Thou art” to God. 

It was in this milieu where everything had two or more meanings that 
allegory as we know it was born. An allegory may be simple, consisting 
of one image; or an allegory may be complex, consisting of many images, 
symbols, and personifications. 17 

All allegorical art has two or more levels of meaning: a literal level, and 
one or more figurative or symbolical levels. An allegory is an extended 
metaphor of symbols and personifications that runs through an entire 
poem, story, novel, play, or film. Paintings too may be allegoric. The 
allegorical message is always more important than the literal depictions, 18 
and the code for understanding the hidden message is usually found 
outside the work. 19 When Jesus is called the Lamb of God, it does not 
mean that He bleated and ate grass. Lambs were habitually used as 
sacrificial offerings, and that He was a sacrifice is the meaning. 

“Unto you it is given to know the mystery of the kingdom of God: but 
unto them that are without, all these things are done in parables: That 


8 Cirlot, A Dictionary of Symbols, p 233; and Julien, The Mammoth Dictionary of Symbols, pp 294— 
295. 

9 Murray and Murray, The Penguin Dictionary of Art and Artists, p 172. 

10 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, pp 385, 924. 

11 Plutarch, “On the E at Delphi.” 

12 Cirlot, A Dictionary of Symbols, p 235. 

13 Bayley, The Lost Language of Symbolism, vol 1, p 267. 

14 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 385. 

15 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 173. 

16 Plutarch, “On the E at Delphi.” 

17 Fletcher, “Allegory in Literary History,” Dictionary of the History of Ideas. 

18 Funk & Wagnalls New Encyclopedia, vol 1, p 422. 

19 Fletcher, “Allegory in Literary History,” Dictionary of the History of Ideas. 
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seeing they may see, and not perceive; and hearing they may hear, and not 
understand....” -KJV Mark 4:11-12. 


A parable is a short allegory. 20 And so the writer of this gospel tells us that 
only the elect, the chosen, are to be privy to “the mystery of the kingdom 
of God.” Others will not be able to understand the hidden message. This 
idea is also illustrated in the Parable of the Sower in Mark 4:1-8. 
Following the parable, Jesus explicitly tells His disciples the meaning of 
the allegory; and there is no doubt that He has not spoken of a fanner. 

And His teaching in the Synoptic Gospels is replete with these short, 
mysterious allegories. Allegory is quite literally a form of holy 
communication. That God and the Divine Work are mysteries is not an 
isolated Christian concept: It is found in all religious thought. 

“The gods indeed love mystery.” — Aitareya Upanishad. 

When one looks at a painting, a sculpture, or a film, or reads a story, 
sometimes one may notice something odd, something out of place; 
something that seemingly has no relation to the story; something 
apparently insignificant might receive undue emphasis. Something might 
be repeated or appear again and again. Some people pay no heed, some 
people become hypercritical of the “mistakes.” Some people find 
meaning.... 

The “mistakes” are symbols and personifications. The pattern of these 
symbols and a system of personifications form an allegory, a level beyond 
the literal images or words. An allegory is a hidden message. An allegory 
is not explicit, it is not openly stated. An allegory is not exoteric. An 
allegory is esoteric, much like the messages formerly delivered by the 
Delphic Oracle. And yet, allegory, although a very ancient form of 
communication, is not obsolete. Even today some films use symbolism 
and allegory as part of their artistic expression. Diablo Cody, the 
Academy Award winning writer of Jennifer's Body, has stated 21 that she 
hides a Feminist message in her work. How else does a writer do this than 
with symbolism and allegory? 




20 Fowler's Modern English Usage (2nd ed.), p 558. 

21 Cody, interview by Jessica Wakeman, in Frisky , Sep. 8, 2009. 
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^ Use the Stairs. 

In Mama (Universal Pictures, 2013), Victoria and Lilly, two little girls, 
are taken by their father and disappear for five years and then are found 
living—like wild animals—in a cabin deep in the forest. Abandonment or 
disappearance and forest are often featured in fairy tales; “Hansel and 
Grethel” 22 and “The Babes in the Wood” are well-known examples. The 
plots of these two stories are quite similar to that of Mama. Huts or cabins 
also appear in some fairy tales. Such structures are symbolically way 
stations for pilgrims, or thresholds to the Otherworld. 23 In this instance, 
Victoria and Lilly are caught in a spot between civilization and the 
wilderness, between the realm of the living and the realm of the dead, 
between the earth and Heaven. When the searchers enter the cabin, the 
girls appear suddenly from unseen stairs—they appear from above. The 
disappearance/re-appearance of the girls is symbolic of transition from one 
state of being to another—a major theme of the film —and as such is found 
in religious rituals and initiatory rites. 24 The girls, lost to those in 
civilization, lost to those among the living, will return. The forest is a 
timeless place, a fairy place filled with magical beings. 25 It is outside the 
city and civilization. It is feminine and symbolizes the unconscious. 26 It is 
the land of the dead. 27 It is a numinous place, encapsulated in Caspar 
David Friedrich's painting The Cross in the Mountains (Museum Kunst 
Palast, Ehrenhof, 1812), in which pine trees are the architecture of a 
natural cathedral. From this mystical place, the forest, the girls return. 

“Every time I'm in the woods, I feel like I'm in church.” —Pete Seeger. 


After being rescued, Victoria and Lilly are placed in the care of a 
psychiatrist who arranges against his best medical judgement that they be 


22 Grimms' tale 15. 

23 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, pp 533-534. 

24 Harrison, Ancient Art and Ritual. pill. 

25 Ronnberg and Martin, The Book of Symbols, p 118. 

26 Cirlot, A Dictionary of Symbols, p 112. 

27 Hartland, The Science of Fairy Tides, p 338; and Silberer, Hidden Symbolism of Alchemy, p 51. 
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placed in a house with their Uncle Lucas and his girlfriend Annabel, so 
that he can continue his research on their case. From Victoria, the older 
girl, the doctor learns that the girls were cared for by a ghost called 
“Mama.” The girl claims that Mama has followed them from the forest 
and that she lives in the walls of the house, appropriately so because 
mystics regard the house as feminine. 28 

“...Mystics of all ages have delighted in portraying woman as enclosing, 
guarding, protecting —as the ‘house or wall....’” —Elizabeth E. 
Goldsmith, Life Symbols, p 75. 

Further more, despite its mundane function as dwelling, the house is, like 
a temple, symbolically the Mystic Center which all people seek, the sacred 
spot where communication with Heaven is possible. 29 The fireplace or 
hearth, before which Victoria and Lilly are shown huddled in the cold, 
dark, lonely cabin, is a feminine symbol of domestic life, love, and the 
Mystic Center as well; 30 a symbol all the more poignant because, at this 
moment, the girls are orphaned—their father and mother both are dead. 
Humanity's first altar was the hearth. 31 Mama, therefore, one might 
suspect from the symbolism of the number five and these other symbols, is 
not an ordinary ghost. 

After Lilly, the younger girl, goes out the second-storey window of her 
bedroom in the middle of a cold night searching for Mama, Annabel 
orders her two charges to “Use the stairs.” 

In the fuller scene, entitled “Lilly in the Garden” (and included among the 
“deleted” scenes), Lilly goes out into the backyard as a dog howls in the 
distance. The moonlight is bright; and, from under a pine tree, Lilly cries 
out pitifully: “Mama!” The entire film is epitomized in about forty-three 
seconds. Gardens above all are sacred places. 32 The dog is sacred to 
Hecate, 33 the moon to Persephone, 34 and the pine tree to Cybele, 35 the 
Great Mother. Earlier in the story, Mama gave the girls life by saving 
them from their homicidal father, and gave them sustenance by producing 


28 Cirlot, A Dictionary of Symbols, p 153. 

29 Eliade, Images and Symbols, p 54. 

30 Eliade, Images and Symbols, p 54. 

31 Neumann, The Great Mother, p 284. 

32 Ronnberg and Martin, The Book of Symbols, p 146. 

33 Jung, Psychology of the Unconscious, p 404. 

34 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 669. 

35 Ronnberg and Martin, The Book of Symbols, p 136. 
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a cherry in the dead of winter—a miracle. Mama then is allegorically a 
mother goddess; and when Lilly cries out for Mama, she is actually crying 
out for God. 

Therefore, when Annabel tells the girls to use the stairs, this also has deep 
symbolical significance. Symbolically, stairs always ascend because the 
word is etymologically linked to stigan. Old High German, meaning ‘to 
climb’; and staeger. Old English, meaning ‘to rise.’ 36 For this reason, the 
funerary rites of some cultures often use ladders or stairways, 37 so that the 
soul of the deceased can climb to Heaven. Many temples were built on 
terraced mounds for this reason: to be closer to Heaven. 38 When next 
Victoria and Lilly use the stairs, they allegorically meet God. 

Stairs are used in this same allegorical way in Jennifer's Body (20 th 
Century Fox, 2009), which was written by Diablo Cody. Every time 
Needy encounters her best friend Jennifer Check, Needy uses the stairs. 
Significantly, the stairs in Needy's house are unusually narrow, giving 
another dimension to the allegory: 

“...Narrow is the way which leadeth unto life...” —KJV Matthew 7:14. 

Here is the “subversive Feminist message” of which the screenwriter 
Diablo Cody spoke: Our Lord is a teenaged lesbian. Jennifer's initials — J. 
C. — and the abundant symbolism of an unusually intricate modem 
allegory, make Needy's friend a Christ Figure. Therefore, every time 
Needy uses the stairs, she meets the Saviour. Supporting this, a Crucifix 
appears on the wall when Needy uses the stairs after Jennifer returns from 
being murdered by the band, indicating that, incongruities aside, the 
Saviour is in the house. 

Amanda Seyfried who played Needy was in another film at this time, 

Chloe (Sony Pictures Classics, 2009), that also features stairs in a 
significant symbolical role. These stairs too are rather narrow, and as 
Catherine, a woman without love in her life, climbs them searching for the 
stranger whom she has hired to test the fidelity of her husband, we hear the 
angelic singing of Miss Seyfried who plays the eponymous character—the 
archetypal stranger destined to play an infinite role in Catherine's 
salvation. For Chloe too is an incarnation of Christ in this modern-day 


36 Ronnberg and Martin, The Book of Symbols, p 566. 

37 Eliade, Images and Symbols, p 49. 

38 Biedermann, Dictionary of Symbolism, p 326. 
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allegory inspired by Pier Paolo Pasolini's Teorema (Euro International 
Film, 1968), a film about a mysterious stranger who comes into a family 
and what happens to each member and the maid when the stranger departs. 
Significantly, what happens to Catherine when Chloe leaves, reveals the 
central essence of the film —a secret hidden in the symbolism and allegory. 

Synchronicity: Amanda Seyfried is connected to all four films analyzed 
herein. She played Needy and Chloe, and wanted desperately to play 
Baby Doll, one of five girls fighting for their freedom, in Sucker Punch 
(Warner Bros. Pictures, 2011). In Mama, Megan Charpentier, the young 
actress who played Victoria, the older sister, also played Little Needy in 
Jennifer's Body, and so, Amanda is present symbolically, if not literally. 

“Stairway to Heaven” (Atlantic Recording Corporation, 1971), the 
anthem-like song by Led Zeppelin, heard by millions over the decades, is 
less symbolical and more explicit about stairs. “She's buying a stairway to 
Heaven,” we are told ironically; for everyone knows or should know that 
one cannot buy her way into Heaven. This is the case in both Mama and 
Chloe. The Financial Crisis of 2008 is the trigger for Jeffery Desange's 
murderous rampage in Mama. Seemingly, the lost money means more to 
him than the lives of his daughters. On the other hand, his brother Lucas 
literally spends his last penny searching for his lost nieces and is rewarded 
with success. It is significant too that Bumsie, the owner of the 
bloodhound that tracks the girls to the isolated cabin, is not being paid 
when he finds the girls; for Lucas's last check was worthless because it 
was drawn on an empty bank account. In Chloe, Catherine is a successful 
gynecologist and lives in a house designed by a renowned architect. She 
is featured on the cover of a local magazine—fame and fortune are hers; 
but not happiness. Love is absent from her life until Chloe comes into it. 
Love, however, requires sacrifice; and this is how God is manifest in our 
daily lives, through love. Through Grace. The love of mother for child, 
child for mother, the love of an uncle, the love of a stranger; for Annabel is 
not related to the girls—but she comes to love them anyway. Bumsie does 
not know the girls, yet he is out in the woods looking for them without 
pay. It is called Grace. Chloe is a stranger to Catherine, but loves her at 
once. We know this because Chloe tries to give her the hairpin only 
moments after they meet in the restroom. Grace. 

In Sucker Punch, Sweet Pea, during the voice-overs, calls such strangers 
who manifest Grace guardian angels: 


vvvvvvvvvv 


< 7 > 


//////////////////// 



“We can't know what form they'll take. One day, old man. Next day, 
little girl.” 

The “little girl” is Baby Doll, who is in the asylum for only a few days; 
and yet she sacrifices herself so that Sweet Pea can be free. Grace. 

The “old man” is the bus driver who, in the end, helps Sweet Pea to evade 
the police. Sweet Pea does nothing to earn his favor; in fact, she is trying 
to sneak onto his bus. Yet, he tells the police that she has been on the bus 
all along and cannot be the one they seek. Grace. 


And Sweet Pea climbs the few steps— stairs —to board the bus. 
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^ We Were All Saints. 

At the peak of the terror in Jennifer's Body, Needy says of her classmates 
and her fellow citizens of the town, “We were all saints.” Despite this 
declaration, one reviewer 39 proclaimed that there was no religion present, 
when, in fact, much of the New Testament is allegorically revealed in the 
film about Jennifer Check, a teenaged girl possessed by a demon with a 
hunger for human flesh. This critic also wrote that “the demonic also 
represents female empowerment.” What a repugnant statement! How is it 
empowerment to turn Jennifer into a monster that subsists on human flesh? 
How is it empowerment to regard Jennifer as less than human? For it is 
clear from his unimaginative literal approach to the film, that the reviewer 
was not taking into account a possible symbolical meaning of Jennifer's 
anthropophagy. Only much pondering would lead one to the empusae 
-‘man-eating monsters’—of Hecate, and then to the goddess herself. 

Medieval Christian theology maintained that demons are genderless 
beings; 40 however, Needy discovers that Jennifer is possessed by a 
succubus, a demon in female form. But there is a complication: The word 
succubus is actually male in gender. 41 Although never spoken, the word is 
prominently displayed on the screen to emphasize its importance. In 
consequence, the violence committed by the demon is symbolically 
violence perpetrated by a male. And Needy slays the demon with a box 
cutter—a small knife. As if by magic, Needy finds the bowie knife—a 
large knife—that was used by the band to murder Jennifer; and Needy 
uses this knife to avenge her friend. Because of the idea of penetration, 
the knives can be conceived as phallic symbols: 42 Jennifer even taunts 
Needy by calling her “butch” —a word indicating masculine behavior—for 
using the box cutter. Thus Needy's violence too, is symbolically male. 


39 The Journal of Religion and Film , Oct. 2009, vol. 13, iss. 2, article 14. The reviewer writes: 
“Despite drawing on Christian notions of the demonic, religion is conspicuously absent.” Only for 
the literal-minded. In noting the physicality of Jennifer's body, the reviewer forgets that Christ said, 
“...This is my body which is given for you....” (Luke 22:19). 

40 Robbins, Encyclopedia of Witchcraft and Demonology, p 490. 

41 Robbins, Encyclopedia of Witchcraft and Demonology, p 490. 

42 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 573. 
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Therefore, the demon and the violence are not feminine; they are 
thoroughly male. When the band offers a sacrifice, the members are 
motive by greed, while Jennifer is always motivated by love when her 
actions are not controlled by the male demon that has possessed her. The 
second death of Jennifer is accompanied by a flashback of her and Needy 
playing in a sandbox, underscoring the love that the girls share. The love 
that ultimately triumphs through Jennifer's second sacrifice. 

Sacrifice, as with many numinous concepts, is paradoxical. Ultimately, its 
origins are probably feminine. This is likely reflected in the dagger as one 
of Hecate's attributes. Goddesses demand sacrifices because the major 
events in a woman's life are marked by blood. 43 Although the violence 
seems to have a symbolically male source, the demon in Jennifer feeds on 
a monthly feminine cycle. Do the filmmakers mean to say that 
menstruation turns women into monsters? Not likely. Jennifer herself 
declares that PMS is a fraud created by the “boy media.” The feminine 
cycle that synchronizes with the demon's hunger seems to be a way to link 
Jennifer with the divine; for Life and death are the province of the Great 
Mother. 44 

Not only is the violence in Jennifer's Body attributable to males, Jennifer 
herself acts much like a male. The demon in her treats its victims as boys 
treat Jennifer: They are treated like objects. Synchronicity: Two years 
after Jennifer's Body, Amanda Seyfried starred in Red Riding Hood 
(Warner Bros. Pictures, 2011). 45 The demon controlling Jennifer has 
power over her victims, and in this she resembles the Wolf in the fairy 
tale“Little Red Riding Hood.” Their power is perverse. It is the spurious 
power of the criminal. The Wolf hungers for Little Red, but cannot 
pounce on her at first because woodmen are working near by; the Wolf 
wants to commit a crime, but must not get caught. Regardless, the Wolfs 
hunger is not for nutrition; for later, before he eats her, Little Red is lured 
into bed by the Wolf. It is obvious that the Wolfs hunger is for Little 
Red's virginal flesh. His crime is sexual. The demon in Jennifer acts in 
the very same way: Jennifer seduces her victims before devouring them. 
Sexual desire is a form of hunger, a form of voracity. 46 Unless all women 
are psycho-sexual predators, the demonic in the film cannot represent 
female empowerment. Yet, it is true that some men regard powerful 


43 Neumann, The Great Mother, p 279. 

44 Neumann, The Great Mother, p 45. 

45 Synchronicity abounds! Megan Charpentier (Victoria and Little Needy) also played Young 
Valerie, Amanda's character as a child in this him. 

46 Briffault, The Mothers (1931), p 47. 
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women as witches or demons, as least in a figurative sense. However, we 
cannot forget that the story is told by another woman, Needy. True, 
Jennifer dominates Needy; therefore, to Needy, Jennifer is a symbolic 
demon. Nevertheless, the demonic cannot represent female 
empowerment; if this be the case, some women would have to act like 
some males, bullying and denigrating other women, which, as in a 
patriarchy, would keep some women in a permanent underclass. Power 
for some, slavery for others. Surely Feminist filmmakers would not 
advocate the creation of an underclass of women. Taking everything into 
account, the demon must represent the negative aspects of relationships, 
both sexual and platonic; it is the sum of victimization and persecution. 
The demon personifies the dehumanizing effects of violence; the victims 
are objects, and the killer is a monster. As in a fairy tale, the demon is a 
curse, a curse Jennifer receives from Nikolai Wolf and his band, who 
epitomize the males who treat women like sex objects. It is surely no 
coincidence that the lead singer's last name is Wolf, for a human wolf is 
constantly on the prowl for young women to satisfy his lust. 47 A wolf 
whistle is a crude way for such a male to express his sexual attraction for a 
girl; a wolf call is a vocalization with the same meaning. Both were once 
more common, but are now rejected by most people as objectifying. The 
singer's name, therefore, links him to the villains in many fairy tales. The 
singer also thinks that Jennifer is a virgin. His crime then also has sexual 
connotations just as the Wolfs crime in “Little Red Riding Hood.” In the 
van, which later Needy calls an “'89 Rapist,” Jennifer asks the band if they 
are rapists; thus further strengthening the sexual implications of the crime. 
Also, we should not forget that “Old Nick” is a byname for Satan. Just 
how did the Devil tempt Eve? 

But enough digression, back to the New Testament: Stigmata—marks 
resembling the wounds inflicted on Christ—often appear miraculously on 
the body of saints. Saint Francis of Assisi was the prototype of this 
phenomena. 48 Colin, one of the demon's victims, sustains a wound to his 
hand. Nor is Colin's wound the only example of Stigmata in the film. 
Jennifer herself is wounded in the palm of her hand while playing in a 
sandbox as a child with Needy. At one point, Needy says, “Sandbox love 
never dies.” How true, for Needy partakes of the Blood of the Saviour in 
that sandbox when she instinctively cleans Jennifer's wound with her 
mouth—clearly symbolic of Holy Communion, specifically the 
Eucharistic Wine. The relationship that the girls have in the sandbox is 

47 Biedermann, Dictionary of Symbolism, p 388. 

48 Brewer, A Dictionary of Miracles, p 423; and Hall, Dictionary of Subjects and Symbols in Art, p 
300. 
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allegorical; it is pregnant with symbolical meaning. It is not prosaic, it is 
numinous. 

After he is seemingly killed by a falling beam in the fire, Ahmet, the 
exchange student from India, wanders the dark streets alone. How did he 
escape? He meets Jennifer. She pledges to help him. Without an attempt 
at seduction, she takes him by the hand and leads him into the woods, a 
symbolic place. And that is all. There is no bloody attack by the demon. 
And Needy does not count Ahmet as a victim of the demon. Why? When 
literal events seem to make no sense, something symbolical is 
happening. 49 Ahmet is not killed by the demon. He, in fact, perishes in 
the fire. The literal does not deceive. Ahmet, however, wanders the 
streets because he is allegorically Simeon, the devout man from Luke 
2:25-30. The Holy Spirit promised Simeon that he would not see death 
until he had seen the Messiah. Ahmet, too, is rewarded. He does not 
leave this world until he meets Jennifer on a dark lonely road. Ahmet 
meets his salvation. That is why the demon does not kill him. 

Jennifer never allows the demon in her to kill Needy, and permits herself 
to be slain by Needy rather than allow Needy to die at the hands of the 
demon—at the hands of a male. Jennifer's sacrifice—the second time she 
is killed—also saves the boys in the town from the demon who preys on 
them; and before it is dispatched by Needy, the demon is using Jennifer's 
yearbook as a menu to select more victims. Jennifer's sacrifice is the real 
female empowerment. And this is the very definition of friendship of 
which Christ spoke: 

“Greater love hath no man than this, that a man lay down his life for his 
friends.” —KJV John 15:13. 

Sisters too! 

Jennifer is indeed a good friend in the end —she is more. Her selflessness 
makes her the personification of Christ. She is divine. And Colin is a 
saint—he even wears a rosary among his Goth accoutrements—hence, his 
Stigmata. Colin is also the personification of one of the turtledoves 
sacrificed when Jesus is presented at the Temple in Luke 2:24; for the 
name Colin means ‘dove.’ Jonas, the football player, is the other 
turtledove: His name too means ‘dove.’ 50 


49 Bain, Beaty, and Hunter, The Norton Introduction to Literature, p 116. 

50 Yonge, History of Christian Names, vol 1, pp xliii and lxxxiv. 
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In Chloe, the title character also wounds herself in the palm of her hand. 
Chloe is a paradoxical Christ Figure; for she is a prostitute hired to test the 
fidelity of Catherine's husband. The stories that Chloe tells Catherine 
seem to be lies, but Christ cannot lie. The stories are allegorically 
parables that contain the secret that David, the husband, will not confess. 
Like Don Giovanni—the character, David announces with admiration to 
his class, who has had over a thousand lovers—David will not repent for 
his transgression with Miranda, one of his students. But Chloe knows. In 
the beginning of the film, Chloe in a voice-over tells us that she knows 
what her clients want, even if the clients do not tell her. In this, Chloe 
recalls Matthew 6:8: 

“...Your Father knoweth what things ye have need of, before ye ask him.” 

Surely this omniscience applies to David's sins as well as Catherine's 
desires. Therefore, to Catherine, Chloe brings love, which seems to 
exclude David in the end. In the last scene that features people, the family 
—Catherine, David, and Michael —are in separate areas of the room. 

These spacial relationships, like those in a painting, have meaning. 
Catherine and David resemble some spacial positions in Citizen Kane 
(RKO Radio Pictures, 1941). As Kane's marriage degenerates, he and his 
wife sit further and further from each other at their table: The physical 
space between them grows as their love slowly dies. If Catherine and 
David's marriage were healthy, Egoyan (the director) would have put them 
physically in the same spot; or perhaps they would have crossed the space 
that separated them. However, the distance between Catherine and her son 
Michael is altogether different. Presumably, Catherine will give her son 
more independence befitting the young man that he now is; and mother 
and son will have a healthy relationship henceforth. 

And Chloe—the name means ‘blossoming’ 51 —is with Catherine always. 
As Chloe's theme music plays, the film ends with the camera visiting her 
sacred spots: the beautiful white and gold bedroom, lit by brilliant yet 
gentle sunlight; and the garden greenhouse, alive with the same holy Light 
and blossoming with life. 




51 Yonge, History of Christian Names , vol 1, p xli. 
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^ Anita Means ‘Grace.’ 

Yes. 

Yes, all the names in Jennifer's Body have allegorical significance. The 
name Jennifer Check produces the initials J. C.— Needy's mother even 
crosses herself when she says the holy initials, the initials of Jesus Christ. 
The name Jennifer , like Jesus at the time of Julio-Claudian emperors, is a 
common name; and Check is analogous to Christ: Both share the element 
of ‘approval’; one of the meanings of check is ‘to verify,’ and Christ 
means ‘anointed,’ ‘chosen,’ or ‘approved.’ Jennifer's boyfriend is named 
Roman. Who tortured and crucified Jesus? Roman soldiers. What did 
Jennifer's boyfriend do to her? He inflicted pain on her while engaging 
her in anal intercourse. 

The three friends—Jennifer, Chip, and Needy —are a triad that represents 
the Trinity. We have seen that Jennifer is Christ, and what about Chip? 
His last name is Dove. He is the Holy Spirit. Seldom in the iconography 
of Christian art is the Holy Spirit depicted as anything but a dove. 52 
Numerous saints were visited by the Holy Spirit in the form of a dove. 53 
One cannot forget too that when Jesus was baptized by John, the Holy 
Spirit descended from Heaven in the form of a Dove and abided in Him. 54 
And this leaves the godhead—Needy. Her Christian name is Anita. This 
name means ‘grace,’ 55 as in the Grace of God. Grace is unmerited favor 
granted by God. Grace is love. When her friend Jennifer is mean and 
obnoxious, Needy loves her anyway. Grace. 

The names of all three friends feature a hidden symbol, A—the Greek 
letter Chi [%]: Chip, of course, and Check. In Greek, grace is char is 
[XOtQLc;], the first letter of which is Chi; therefore, Needy too has an X in 
her name —a cross. Both Jennifer and Needy are marked with the X when 

52 Biedermann, Dictionary of Symbolism, p 355; and Hall, Dictionary of Subjects and Symbols in 
Art, pp 112, 319. 

53 Brewer, A Dictionary of Miracles, pp 107-110. 

54 John 1:32, Matthew 3:16, Mark 1:10, and Luke 3:21-22. 

55 Yonge, History of Christian Names, vol 1, p xxvi. 
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they enter Melody Lane to see the band; these marks on the hands of the 
girls might also symbolize Stigmata. In another scene, Chip wears a T- 
shirt with an X on it as well as a heart-shaped figure. The girls wear heart- 
shaped pendants that are emblematic of their friendship, and these also 
symbolize the Sacred Heart of Jesus that holds the treasure of His love; or 
perhaps the heart pendants represent the Immaculate Heart of the Blessed 
Virgin. The X is a sign for the name Christos , which in Greek begins with 
the letter Chi [%]; and the X is a mark of pre-Christian mother goddesses. 56 
The Feminist filmmakers here use symbolism to assert that the sexes are 
equal; for all the members of the Trinity are equal: And yet, at the same 
time, the filmmakers use the symbolism to proclaim that God is female. 

Everything that happens in Jennifer's Body , happens because Needy wants 
it to happen. Jennifer, pouting like a child, seemingly seeks Needy's 
permission to go out; and Needy makes the decision to go to the Low 
Shoulder show. Needy lets Jennifer go with Nikolai Wolf, lead singer of 
the band, even when she knows something bad will happen to her friend! 
And Needy, the figurative elements tell us, starts the fire in the club. 

There are hints in the movie that Needy is an anxious person. There is 
some psychological distress within her. The nickname Needy is a veiled 
allusion to need-fire. This is an old practice of husbandry, that in times of 
distress—murrain for example—livestock would be purified by being 
driven through a smokey fire, started by boring a whole in a piece of wood 
by friction. 57 A fire thus started has a numinous character; it is either 
divine or demonic, 58 never prosaic. 

The numinous quality of need-fire aside, the heat, friction, and hole have a 
patently obvious meaning. The sexual tension between Jennifer and 
Needy is conspicuous. When the band begins to play, the girls join hands, 
a palpable sign of union; Needy looks at Jennifer with utter adoration that 
fades as she notices that Jennifer is enthralled by Nikolai. Needy then 
releases Jennifer's hand. Needy is in distress and in need of purification. 
Thus, Needy starts the fire psycho-kinetically. The character in 
Firestarter (Universal Pictures, 1984), based on the book by Stephen 
King, has the same power. Diablo Cody the writer of Jennifer's Body 
stated in interviews that 1980s horror was an inspiration — synchronicity 
perhaps? By escaping the fire, Needy is not only purified, but her anxiety 


56 Jung, Psychology of the Unconscious , p 300. 

57 Frazer, The Golden Bough (2nd ed.), vol 3, pp 301-302. 

58 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 381. 
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and timidity are dispelled. She has the courage to face-off with her 
domineering friend; she has the courage to face-off with the demon that 
threatens the boys in the town. 
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^ A Bitter Cup. 

When the fire erupts suddenly during the first song by Low Shoulder, 
Needy, after staring at the flames for an usually long time, takes charge. 
Panic has broken out in the club. People are running helter-skelter. 

Needy, however, knows what to do. She leads her friend to the restroom, 
and they climb out of the inferno through a small window, certainly 
another symbolical reference to Matthew 7:14. The fire has other 
symbolical meanings as well. It might represent hell; however, John the 
Baptist said that the One who was to come after him would baptize with 
the Holy Spirit and with fire. 59 The fire then is a form of purification, as in 
the example of need-fire already mentioned. Passing through fire is also 
regarded as transcending the human condition; 60 and so by escaping the 
flames, Jennifer and Needy symbolically ascend to a higher plane. 

By the time the girls reach the safety of the deserted parking lot, the fire is 
rapidly incinerating the club and its patrons. Needy is uninjured, but 
Jennifer is in a daze and is unresponsive; she collapses onto her knees. 
Now, Needy seems in a panic; something is wrong with her beloved 
Jennifer—who cannot speak. Out of nowhere, Nikolai appears. He is 
casual and relaxed. He has a drink in his hand. He holds the cup to 
Jennifer's mouth and pushes up on the bottom, forcing Jennifer to drink. 

What's up with this scene? 

It certainly has some features that make no sense. Jennifer and Needy 
barely escape with their lives, yet Nikolai has time to fetch a drink from 
the bar before fleeing? He is not out of breath, he has no adrenaline 
pumping in his veins. How did he get out? He seems to have escaped the 
fire as if by magic. Why is Jennifer incapacitated while Needy is fine? As 
previously stated, when literal events do not make sense, it is often a clue 
that something symbolical is happening. These features as well as the cup 
and the kneeling Jennifer, flag this scene for allegorical consideration. 


59 Matthew 3:11. 

60 Cirlot, A Dictionary of Symbols, p 106. 
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One of the frames of the club scene, captured in a still photo, resembles 
Ruben's painting The Last Supper (Pinacoteca di Brera, Milan, 1632). If 
we maintain that the band's show is Jennifer and Needy's “last supper”—it 
is certainly the last time that the girls are together in any normal sense— 
then we must look to Scripture to tell us what this scene means. 

In the Gospels, Jesus, after the Last Supper, retires to Gethsemane, a 
garden, to pray (Matthew 26:36). Jennifer is in the posture of prayer—on 
her knees. While the disciples doze, Jesus prays until the officers of the 
priests come to arrest him. In the version of John, Peter strikes one man, 
Malchus, with his sword; however, Jesus tells Peter to put away his 
weapon, and says: 

“...The cup which my Father hath given me, shall I not drink it?” —KJV 
John 18:11. 

Jesus accepts his fate. Jennifer drinks from the same cup. A bitter cup. 

Catherine drinks from a cup in Chloe. She is summoned to a hotel room 
by Chloe, who claims that David is with her. When Catherine arrives, she 
finds Chloe alone; but a perfect still life, consisting of half-consumed 
sandwiches and white wine, is on a table before her. Now, a meal is 
symbolic of union 61 —perhaps only partly actualized at this particular 
moment. Of course, bread and wine are elements of the Eucharist, a very 
special kind of union indeed. “I am the Bread of life,” Christ said; 62 in 
correlation to this, the Gnostics called Christ “the Great Wheat-ear,” 
symbolism no doubt borrowed from mother goddesses like Isis and 
Ceres. 63 Grain is also associated with Mary the Virgin Mother. 64 
Catherine studies the still life; one wineglass still has some of its contents 
and a lipstick smudge on it. It is Chloe's glass. Raising it, Catherine puts 
her mouth on the very spot where Chloe's had been and drinks. Catherine 
is desperate to re-connect with her husband, and presumably Chloe's 
mouth has been in contact with David's mouth. As it turns out, however, 
David was never in the room. The union of souls in this case is not 
between husband and wife, but between the two women. Within a few 
moments after leaving the room, Chloe kisses Catherine, unmistakably 
another sign of union. 


61 Hartland, The Science of Fairy Tales, pp 47 and 301. 

62 John 6:48. 

63 Bayley, The Lost Language of Symbolism, vol 1, p 356. 

64 Biedermann, Dictionary of Symbolism, p 158. 
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Wineglasses make us think of the chalice used on the Altar. And the 
chalice makes us think of the Holy Grail, which is most often thought to be 
the cup that Christ used at the Last Supper. The Grail is both vessel and 
book 65 —or words; and Chloe declares at the start of the film, “I've always 
been pretty good with words.” In Jennifer's Body , when Jennifer, the 
Christ Figure, is preparing herself for the dance, several symbolical items 
are shown, including a vase and two books: This shot is composed just as 
an allegorical painting is composed. And the meaning is that Jennifer is 
both vessel and book—the Grail and the Holy Word, or Logos. Chloe's 
words cognately link her with the Logos also. In a symbolical work of art, 
everything has meaning, everything. 66 Intimately associated with the Grail 
is the Quest. 67 Catherine is searching, longing for a way to re-establish 
intimacy with her husband; what Catherine finds instead is a spiritual 
union with Chloe, who herself is searching for Mother. Lilly, too, longs 
for Mother—Mama—after she is taken from the forest. Always, she says, 
“Mama!” as if brokenhearted. Baby Doll and her friends seek Freedom. 
And for all the fervent emotional subtext of Jennifer's Body , Jennifer and 
Needy cannot bring themselves to love one another; their union is 
achieved spiritually as well. 

After Jennifer drinks, she is taken by the band and sacrificed; but she 
returns from the forest—symbolically the land of the dead. 68 That Jennifer 
returns to Needy is suggestive in its own right: All the action in the film 
seems to revolve around Needy. The subtext intimates that the girls are in 
love. A subtle thing occurs when Jennifer pauses in the street outside 
Needy's house, a few feathers fall from the rips in her down jacket. Some 
analysts believe that feathers are a symbol of sacrifice; 69 this certainly 
applies to Jennifer. In some cultures, feathers are associated with 
demiurgic beings and creator-gods. 70 In the Swan-maiden group of fairy 
tales, a feather robe is often present, and it is indicative of a supernatural 
character. 71 Chloe wears a long robe-like coat with a feather design on it: 
symbolical proof of her true essence. As a Christ Figure, Chloe is a 
sacrifice and has a superhuman nature. She and Jennifer are divine. In 


65 Cirlot, A Dictionary of Symbols, p 121; and Chevalier and Gheerbrant, The Penguin Dictionary 
of Symbols, p 178. 

66 Cirlot, A Dictionary of Symbols, p xliii. 

67 Cirlot, A Dictionary of Symbols, p 120. 

68 Hartland, The Science of Fairy Tales, p 338; and Silberer, Hidden Symbolism of Alchemy , p 51. 

69 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 374. 

70 Cirlot, A Dictionary of Symbols, pp 102-103. 

71 Hartland, The Science of Fairy Tides, p 298. 


wwwwwwwwww 


< 19 > 


//////////////////// 



every scene, apparently minor details contribute to the construction of 
elaborate allegories. 

After Catherine drinks, her union with Chloe is soon achieved; and she too 
is re-born symbolically at the end of the film: Catherine comes down the 
stairs, looking younger and more radiant than before; her hair once 
hanging loose in an attempt to please her husband, is now held up with 
Chloe's treasured hairpin, a relic in the true sense. By wearing a black 
bow, Catherine mourns for Chloe. Catherine's rejuvenated appearance is 
certainly mystical, especially when it recalls the line from Dante: “Thou 
Virgin Mother, daughter of thy Son...” 72 Catherine is the mother Chloe 
(the Christ figure) had sought and at the same time a child of Christ. 
Catherine has found, not the physical union that she sought with David, 
but an ever-lasting spiritual love; for Chloe, l ik e Jesus Christ, becomes 
infinite in death, and the spiritual union of the two women is complete. 73 

From just one sip! 




72 Paradiso 33:1. 
73 John 14:19-20. 
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^ By Water and Blood. 

When Jennifer is slain by Nikolai and the band, it is by the Devil's Kettle, 
a sink hole that swallows up the water from a stream deep in the forest. 

The hole is symbolically both maw and abyss: Balls that scientists toss 
into it disappear, and Needy tells us that the scientists cannot find the 
bottom or outlet. Bottomless pits and devouring maws are related to the 
Terrible Mother archetype; they represent death and damnation. 74 Like the 
tomb, mouths and pits also are related symbolically to the womb. 75 Both 
water and forest also have a maternal significance. 76 In many stories and 
fairy tales, heroes find themselves lost in a forest, only to emerge stronger 
than before. So that Mama begins with the title card that reads, “Once 
upon a time....” These are words that cannot be overlooked; in a well- 
crafted work of art, every detail is important. Lilly and Victoria emerge 
from their disappearance in the forest to find what each longs for: Lilly 
finds God, Victoria the love of a new mother. The girls are granted their 
wishes on a cliff above a lake in the forest. Water and trees again. 

From the forest, Jennifer returns to her friend Needy, but must leave her 
abruptly; the hunger of the demon within her is too strong. Jennifer's 
sojourn in the forest, also symbolically the land of the dead, has just 
begun. First Jonas, then Colin are murdered. After the demon in her kills 
Jonas, Jennifer goes for a swim in the lake. More water. On the way to 
his date with Jennifer, before he is killed, Colin sings along to a version of 
“I Can See Clearly Now” (Fueled by Ramen, 2009), performed by 
Screeching Weasel. “...Now that the rain is gone,” the lyric concludes. 

The roads are wet, the rain has gone. 

The two young men are slaughtered and devoured by Evil. It is a bloody 
business. Bloody. 


74 Neumann, The Great Mother, p 44; and Cirlot, A Dictionary of Symbols, pp 3, 222; and Chevalier 
and Gheerbrant, The Penguin Dictionary of Symbols, pp 3, 685. 

75 Biedermann, Dictionary of Symbolism, p 231. 

76 Jung, Psychology of the Unconscious, pp 244, 264, and 307; and Cirlot, A Dictionary of Symbols, 

p 112. 
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Next, Chip. The demon in Jennifer attacks him by an old swimming pool. 
More water. More blood. Yes, water and blood are associated with every 
kill. On the wall behind Jennifer and Chip, a painting of three fish. In this 
case, the fish, as with the three friends themselves, are emblematic of the 
Trinity. Of course the fish is an ancient symbol, long sacred to the Great 
Mother. 77 Early Christians associated the fish with Christ because of a 
curious ideogram. The first letter of each word in the Greek phrase Iesu 
Christos Theou Uios Soter (‘Jesus Christ Son of God Saviour’) produces 
the Greek word for fish, ichthus , 78 And this word can be reduced to ik 
theos, meaning ‘great god.’ 79 This divinity is the Great Mother; for the 
Delphic E in the form of the number five appears in this scene on either 
side of the couple as they sit on the edge of the pool. 

When it was time for the Corkonian singer/songwriter Sinead Lohan to 
choose a poem for a musical tribute to the acclaimed Irish poet and Nobel 
laureate W. B. Yeats, Now and in Time to Be (Grapevine Records, 1997), 
she selected his mystical and enigmatic poem “The Fish”: 

Although you hide in the ebb and flow 
Of the pale tide when the moon has set, 

The people of coming days will know 
About the casting out of my net, 

And how you have leaped times out of mind 
Over the little silver cords, 

And think that you were hard and unkind, 

And blame you with many bitter words. 

We see in Yeats' short poem that the fish is connected to the cyclical 
Cosmic forces epitomized by the tide and the moon of the first two lines, 
and that the fish is identified with God in the last two lines in which people 
indict the divinity with the charge of callousness. In these eight lines, we 
see the universality of the symbol and how it is coupled with nature and 
the divine, with the physical and the mystical. And synchronicity strikes 
again! Modern science has revealed that at a certain stage of embryonic 
development, humans have gills, while an ancient Boeotian vase (National 
Museum, Athens, 7 th century B.C.) shows the Great Mother with a fish in 
her womb. Subsequently, we see that the fish in Yeats' poem, might have a 
dual symbolical meaning: divinity and humanity. In the poem, the 


77 Cirlot, A Dictionary of Symbols, p 106. 

78 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 384. 
79 Bayley, The Lost Language of Symbolism, vol 2, p 85. 
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narrator casts his net for the fish hiding in the tide, just as Jesus told his 
disciples that they would be fishers for men, 80 a title they share with 
Orpheus and Buddha. 81 The fish might represent people “hiding” from 
God, or it might represent God concealed amidst the mysterious cycles of 
nature. In Yeats' exiguous words, the allegorical power of the fish is 
exemplified, and the appearance of fish in a film laced with many 
Christian symbols is patently significant. 

Before Jennifer can finish Chip off, Needy storms in to rescue her 
boyfriend. As the demon in Jennifer is about to attack Needy, a mortally 
wounded Chip spears Jennifer in the side with the long pole of a pool 
skimmer—symbolic of the legendary Spear of Longinus. When Christ 
was lanced in the side, water and blood flowed out. 82 

“This is he that came by water and blood....” —KJV 1 John 5:6. 




80 Matthew 4:19. 

81 Ronnberg and Martin, The Book of Symbols, p 202. 

82 John 19:34. 
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^ Betrayed with a Kiss. 

One of the most significant moments in the New Testament is the betrayal 
of Jesus by one of His closest friends. Judas was so trusted by Jesus and 
His disciples that he was the treasurer of the group. By greeting Jesus 
with a kiss, Judas marked Him for the Temple functionaries who had come 
to arrest Him. 83 For his treachery, Judas was paid thirty pieces of silver; 
both his name, the payment that he received, and the kiss have been 
symbols for betrayal ever since. 84 It was a paltry sum for ever-lasting 
infamy. 

The kiss has appeared in art and song. “Pride (In the Name of Love)” 
(Island Records, 1984) by the Irish group U2 contains the line, “One man 
betrayed with a kiss.” Two of the films analyzed herein feature such a kiss 
—there can't be a Christ Figure without a Judas Kiss! 

In the scene in which Needy finds Jennifer in her bed, the girls kiss and 
Needy winds up on top. Realizing what Jennifer has become, Needy 
jumps off the bed and orders Jennifer to leave her room. Until Needy 
comes to slay Jennifer, the girls never speak. Rejection and betrayal by 
her closest friend is what Jennifer suffers, just as Christ suffered. For it is 
clear that Jennifer survives in her body with the demon because Jennifer 
never does allow the demon to harm Needy. Jennifer even tells Needy at 
one point, “I could never bring myself to hurt you.” 

Blondie in Sucker Punch is the Judas of the group. Although she does not 
use a kiss to betray her friends, Blondie's courage fails her—she is all too 
human—and when Madame Gorski finds Blondie weeping, the girl is 
vulnerable. And then Blue enters the shot. The film does not show the 
details, but later Dr. Gorski knows of Baby Doll's plan to escape from the 
asylum. Blue knows of the plan too. 


83 Luke 22:47-48. 

84 Hall, Dictionary of Subjects and Symbols in Art , p 49. 
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In the final confrontation in Chloe, Catherine asks the younger woman 
what she wants. “Kiss me,” Chloe replies. Catherine does so, but when 
she notices her son Michael watching the scene, Catherine pushes Chloe 
away. And Chloe falls from the large window that has been left unlocked. 
Chloe is kissed by the person who causes her death, albeit accidently. In 
case you missed the significance of the kiss, when Chloe falls, she is posed 
as if on the Cross. And during the cross-fade to the next shot, a 
monumental arch lit up at night gives our heroine a halo. The archway 
appears in many paintings, especially Nativity and Adoration pictures 
because the arch represents the transcendence of the physical world; 85 
subsequently, the combination of the halo, long-standing emblem of 
numinous figures, and the arch is no coincidence; for both mark holy 
persons. 

This is why throughout the film, Chloe is rarely in the dark. Night or day, 
she nearly always has a light near her or above her, symbolizing halos or 
glories befitting Christ. The light marks Chloe as holy. If Chloe be a 
manifestation of God then the light is the Shekinah, the visible Glory of 
God that dwelt in the Holy of Holies, the inner sanctum of the Temple. A 
veil or curtain shielded the Holy of Holies, and at the beginning of the 
film, Chloe is shown behind a diaphanous curtain when she starts her 
voice-overs. She is the Divine Light, for the Hebrew word Shekhinah is 
grammatically feminine in gender. 86 Jewish mysticism, or Kabbalah, 
emphasizes this feminine aspect of God. The Shekinah is more than just 
literal light, it is God active in the physical world; for the Shekinah, 
intervenes to help those who suffer, especially those who suffer for love. 87 
The Shekinah, therefore, seems to be identical to the Paraclete, or the Holy 
Spirit, promised by Christ. 88 A line from the preamble of the Gospel of 
John fits Chloe's story perfectly: 

“And the Word was made flesh, and dwelt among us....” —KJV John 

1:14. 

In the Gospel of John, the Light and the Divine Word, or the Logos, and 
Christ are synonymous. The verses of the preamble of John also describe 
the Light that has come into the world for all people, but some dwelling in 
darkness will not receive the Light. Here, Catherine's husband, David, 


85 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 40. 

86 Wikipedia, the online encyclopedia, “Shekhinah.” 

87 Cirlot, A Dictionary of Symbols, p 76. 

88 John 14:16-18 and John 14:26. 
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provides the personification. He will not confess his sins, and while both 
Catherine and Michael receive Chloe's love, David does not. It is 
significant also that David is almost always in the dark: 

“And the light shineth in darkness; and the darkness comprehended it 
not.” -KJV John 1:5. 

Most of David's interactions with Catherine occur at night. And when he 
is shown during the day, he lies to her about meeting with Miranda. The 
Light of Truth seemingly illuminating his transgression. 

Besides light, Chloe is often associated with white. In the above 
mentioned scene in the hotel room with the still life, after Chloe appears 
nude—symbolic of the epiphany of a goddess 89 and also signifying 
integrity and paradise 90 —she dons a spotless white robe: Both the Saviour 
and the angels wear white robes. 91 In this scene, the wine is Chardonnay; 
and when they first meet, Catherine is drinking Chardonnay at the bar, 
which Chloe also orders. A painting of a white horse is seen on the wall of 
Catherine's office when she rejects Chloe. Our heroine is, like the goddess 
of love, coupled with the swan. Her favorite band is Raised By Swans. 

To Michael, she gives a gift of a CD by this group. Goethe equated the 
swan with desire. 92 It is an ambivalent symbol, sometimes representing 
the sun and the masculine, sometimes the moon and the feminine. 93 Near 
the end of the film, the element of desire is manifest when Chloe seduces 
Michael. Desire is present from the moment Chloe meets Catherine, and 
Catherine's desire is somehow deflected from David to Chloe. Like 
Christ, Chloe's Light is love, hence the luminous symbolism of the swan is 
most fitting. 

As with white and light, mirrors appear in Chloe. Every house has sheets, 
towels, and light fixtures, as well as a few mirrors; but one must not forget 
that films are scripted, often with many, many revisions; and films are 
meticulously planned. The scenes are story-boarded. Minute details are 
considered: camera angles, lighting, costumes, props, set decoration. 

Very little that appears on screen is happenstance. Randomness is not a 
factor. The eminent film critic Jonathan Rosenbaum has declared that 


89 Neumann, The Great Mother, p 128. 

90 Eliade, Images and Symbols, p 158. 

91 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 315. 

92 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 954. 

93 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 953. 
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most motion pictures are fantasies; 94 and as with dreams and fairy tales, 
the elements of fantasy have symbolical meaning. Therefore, everyday 
items are infused with meaning. Everyday items are not there as a matter 
of course; they are deliberately placed by writer or director for symbolical 
or allegorical reasons. Film is art. Life is random, art is not. 

Mirrors are complex symbols. They can be symbols of vanity and even 
narcissism. And yet, mirrors are emblems of truth 95 and divinity. 96 The 
power of a mirror comes from light. 97 Mirrors are feminine symbols 98 and 
are associated with various goddesses. Medieval Christian thought 
regarded the mirror as a symbol of the Divine Word. 99 In fairy tales, 
mirrors often have magical properties. This is exemplified in “Little Snow 
White.” 100 The evil queen, Snow White's step-mother, wants the 
adolescent girl killed because her magic mirror that never speaks falsely 
tells her that Snow White's beauty is without equal in all the land. 

In Chloe, Catherine goes to the restroom of a restaurant to let her hair 
down. She wants to be more attractive to her husband, and a friend has 
told her that men prefer women who have their hair loose. In the 
restroom, she meets Chloe. The mirrors are such that the audience cannot 
be sure which is reflection and which is real. Or, which is physical and 
which is spiritual; for mirrors are windows to the soul. 101 Which is 
superior, the object or its reflection? 

Perhaps the mirrors in the restroom symbolize the terror of self¬ 
reflection. 102 Catherine is getting old and feels that she is no longer able to 
seduce her husband. At one point in the film, she even says that she feels 
invisible. 

Mirrors are again prominent in the hotel room. Here they must symbolize 
truth and divinity. The two women are drawing closer. The still life with 
the wine intimates the divine. The large oval mirror reflecting the bed 
hints at both the physical union the two women will share and especially 

94 Rosenbaum, review of Chloe, Sep. 31 [sic], 2010. 

95 Cirlot, A Dictionary of Symbols, p 212; Chevalier and Gheerbrant, The Penguin Dictionary of 
Symbols, p 657; and Hall, Dictionary of Subjects and Symbols in Art, p 217. 

96 Bayley, The Lost Language of Symbolism, vol 1, p 234. 

97 Ronnberg and Martin, The Book of Symbols, p 590. 

98 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 658. 

99 Julien, The Mammoth Dictionary of Symbols, p 269. 

100 Grimms' tale 53: “Little Snow-White.” 

101 Ronnberg and Martin, The Book of Symbols, p 590. 

102 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 660. 
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at the spiritual union that will rejuvenate Catherine at the end of the film. 
Catherine will be reborn because of her union with Chloe. 

In Jennifer's Body, Jennifer weeps before a mirror when she is getting 
ready for the dance. The most popular girl in school, the girl with literal 
superpowers is sad. This is the truth that Jennifer sees in her mirror: She 
is the object of envy and desire, yet without Needy, her life is loveless. 

In Mama, the question of which is superior, this world or the Otherworld, 
is posited by Victoria's eyeglasses. These are broken in the car wreck that 
leaves the sisters lost in the forest, and when Victoria is rescued, her uncle 
brings her a new pair. Presumably, Victoria can now see clearly, but she 
mistakes her uncle for her father. And in another scene, before Victoria 
goes to see Mama in her bedroom, she takes her glasses off. This may 
simply be because the ghost is ugly, but it could also be that Victoria does 
not need her glasses in Mama's world. The Otherworld—the world of 
Mama's love—is already in focus. 

Like mirrors, analogies are reflections. Objects or ideas are usually 
matched or compared based on some similarity. In Sucker Punch, Baby 
Doll experiences different reflections of reality: asylum, brothel, and the 
transcendental, all during her dances. Her life is as if it were a mirror 
reflecting the ultimate reality of her “fantasies,” in which, guided by the 
Wise Man, she is the hero leading intrepid commandos on impossible 
missions. 

All symbolism is built upon analogies. 103 When, through symbolism and 
allegory, the films under consideration assert that Baby Doll is a mythic 
warrior; that Jennifer Check, an ordinary high-school girl, is Christ; that 
Chloe, a lost child who barters her own flesh in the city, is God incarnate; 
and that Lilly, a foundling, is also Christ-like in her love, we see the 
mystical power of analogy at work as it does in poetry, art, and myth. 104 
Upon analysis, it becomes clear that the filmmakers are resacralizing 
human existence. Pasolini believed that humanity began to lose its sense 
of sacredness when it passed into the Industrial Age. 105 When Needy avers 
that the kids in her school and the people of her town are saints, she is not 
being figurative; she, in fact, is being literal. In Sucker Punch, when 


103 Cirlot, A Dictionary of Symbols, p xl. 

104 Cirlot, A Dictionary of Symbols, p xl. 

105 Pasolini, interview by Guy Flatley, New York Times, 1969. 
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Sweet Pea calls the ordinary people who assist her guardian angels, she 
too is not actually being figurative. We are all capable of being saints and 

angels. Likewise, we are all capable of being a Judas. 
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^ The Neighing of a Horse. 

In 522 B.C., a cabal of magi—yes, those magi of which three are said to 
have visited the Nativity—placed Gaumata on the throne of Persia as 
Smerdis. This coup d'etat was short lived. A group of seven nobles 
overthrew the usurper. One of the nobles, Darius, advocated for re¬ 
establishing a traditional monarchy, but the group could not decide which 
of them would be king. Therefore, they decided that each would mount 
his horse, and the rider of the first horse to neigh would have the throne. 
Secretly before the meeting, the groom of Darius, Aebares, led his master's 
stallion around the meeting spot in the company of a mare 106 (or perhaps 
simply put a bur under the saddle of his horse); and when the noblemen 
assembled, Darius's stallion neighed for the mare. Thus, Darius won his 
kingdom by the neighing of a horse. 

The Persian ruler was called the shah en shah—the ‘king of kings.’ This 
happens also to be a title of Christ. 107 

In Jennifer's Body, inexplicably a horse grazes in the backyard of the 
otherwise suburban-looking home of Jennifer. When Needy crashes 
through the window of Jennifer's bedroom, this horse is heard neighing. 
Needy has come to slay the demon that has taken control of her friend's 
body and is using it to feed on the boys of the town. The fight between the 
girls ends suddenly when Needy tears off Jennifer's heart-shaped pendant, 
which is the emblem of their friendship. Jennifer freezes up, then falls on 
her bed; and Needy stabs her in the heart. Jennifer's features become 
radiant and soft again, as Lucy's face does in Dracula, after she is staked 
in the heart by Arthur, her fiance. 108 Lucy had become a vampire who was 
preying on children. To Van Helsing, who directed the operation, Arthur 
says, “...God bless you that you have given my dear one her soul again....” 
For Jennifer, the meaning is clear: The love of a good woman—Needy — 


106 Brewer, Historic Note-book , p 432. 

107 The Persian use is attested in Ezra 7:12. In modern times, Cecil B. DeMille used it for the title 
of his film about Christ, The King of Kings (Pathe Exchange, 1927), which was remade in 1961. 

108 Stoker, Dracula , chap 16. 
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has saved Jennifer's soul—no handsome prince required, befitting a 
Feminist story. Having been awoke by the noise of the combat, Jennifer's 
mother enters the room to cradle her sacrificed daughter—the perfect 
Pieta. Instead of the crucified Christ, it is Jennifer, the Anointed One, the 
Chosen One, being held by her mother. Thus, by the neighing of a horse, 
Jennifer, too, wins her heavenly throne or celestial crown, which — 
synchronicity again—happens to be the title of the music that plays when 
Jennifer swims after killing Jonas: “Celestial Crown” by The Sword 
(Kemado, 2006). Allegorically, the neighing horse tells us that Jennifer is 
the King of Kings, or more appropriately, the Queen of Queens —a female 
Messiah. 

There are other horses in the film as well: a foal in a specimen jar in Mr. 
Wroblewski's classroom, toy horses in the sandbox, horse figurines above 
Jennifer's dressing table or vanity as she is getting ready for the dance, a 
model horse in Needy's bedroom. A veritable horse fair! 

Rosa Bonheur's most famous painting is the large Horse Fair 
(Metropolitan Museum of Art, 1853). 109 She studied the carcases of 
animals in slaughterhouses to achieve realism in her paintings of animals. 
Because her skirts would soak up the blood from the floors of the 
abattoirs, she switched to wearing boots and trousers. For this, she was 
arrested. This was the middle of the nineteenth century, and women in 
pants could be arrested. For this and her fame in a profession dominated 
by men, Rosa is considered a proto-Feminist. 110 

She was raised and educated by her father, who was a member of the 
Saint-Simonians, a Christian-Socialist movement that believed in the 
equality of the sexes. Before the French government suppressed the 
movement in 1832—here is a fine bit of synchronicity—because God had 
blessed the Holy Virgin, conceived without Original Sin, the Saint- 
Simonians were searching for a female Messiah. 111 

The Second Coming of Christ, by one account, will see the Saviour riding 
a white horse. 112 This may be the reason for the painting of a white horse 
in Catherine's office, seen when she attempts to payoff Chloe. Literally, 


109 The author is indebted to artist Ally Walker for pointing out the connection of the horse and the 
Feminist filmmakers of Jennifer's Body to Rosa Bonheur. 

110 For Bonheur see Wikipedia, the online encyclopedia, "Rosa Bonheur.” 

111 Encyclopaedia Britannica (1911), vol 9, article “Enfantin, Barthelemy Prosper.” 

112 Bayley, The Lost Language of Symbolism, vol 2, p 97. 
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Catherine wants to extricate herself from her business arrangement with 
Chloe, but symbolically she is rejecting Christ returned to save her: 

“He [Christ] was in the world, and the world was made by him, and the 
world knew him not. He came unto his own, and his own received him 
not.” -KJV John 1:10-11. 

Elaborating on the Shekinah, the “loved one” in The Song of Solomon is 
allegorically the Shekinah. 113 Aside from the conventional comparison to 
doves that one would expect with the Holy Spirit or a gentle maiden, the 
loved one is compared, in 1:9, to a mare or horses of pharaoh's chariot. To 
a modern vantage point, a rather odd comparison; but one not without 
precedent in ancient literature. 114 The horses of princes where elaborately 
decorated, as were brides. Therefore, the numerous horses in Jennifer's 
Body could be an allusion to the Holy Spirit or Shekinah—the loved one — 
allegorically addressed in The Song of Solomon. The horses could 
represent the Power of God at work in the physical realm. 

In The Book of Job, Chapter 39, the horse is extolled for its strength and 
courage. It is especially highlighted for its eagerness to do battle. Needy 
and Jennifer too must battle Evil, thus the horse is a fitting symbol for the 
girls. 

With multifarious associations and connections, the horse is one of 
humanity's most complex symbols. It, for instance, has been linked 
symbolically to both the Infernal and Celestial realms, to the Sun and to 
Mother Earth. 115 For some the horse represents strong desires and 
overpowering instincts. 116 Sinead O'Connor [Magda Davitt/Shuhada 
Sadaqat] in her heart-twisting song of motherhood, “Three Babies” 
(Ensign/Chrysalis, 1990), 117 invokes the horse twice: “I'm like a wild 
horse / But there's no other way I could be / Water and feed are not tools / 
That I need for the thing that I've chosen to be.” And, “No longer mad 
l ik e a horse / I'm still wild but not lost / From the thing that I've chosen to 
be.” The horse seems to represent her unfettered emotions, perhaps a 
rebellion against the burdensome responsibilities of motherhood; and yet 


113 Cirlot, A Dictionary of Symbols, p 76. 

114 Peake, A Commentary on the Bible, p 420. 

115 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 523. 

116 Cirlot, A Dictionary of Symbols, p 152. 

117 Or motherhood lost, as O'Connor has stated that the song is about a series of miscarriages that 
she suffered. The song therefore is a musical pieta or stabat mater. It is arguably the most 
emotional song ever recorded. 
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she declares, “Each of these my three babies /1 will carry with me / For 
myself /1 ask no one else will be / Mother to these three.” Jung thought 
the horse to be a maternal symbol because the mother carries the child in 
her womb during her pregnancy and in her arms, on her hip, or sometimes 
on her back during the infancy of the child, as the horse carries a rider. 118 
This may be the reason for the lamps beside Annabel's bed, in Mama. 
These lamps have bases in the shape of horse heads and are shown when 
Annabel is living with Victoria and Lilly in the house provided by the 
institute. It is during this part of the story that she assumes the role of 
stepmother to the girls. Like Sinead O'Connor, Annabel, also a Rock 
musician, at first bucks like a wild horse at the notion of motherhood; but 
she comes to care deeply for Lilly and Victoria when her motherly 
instincts kick in, when love overwhelms her desire for freedom. The wild 
mare becomes a tender mother to the wobbly foal. 




118 Jung, Psychology of the Unconscious , p 283. 
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^ The Nightmare. 

One horse is missing from Jennifer's Body. The mind's eye must provide 
it. 

After the demon in Jennifer kills Colin, Jennifer crouches over his 
mutilated body. This scene intimates The Nightmare (Detroit Institute of 
Arts, 1781) by Henry Fuseli, an icon of Gothic horror since it was first 
exhibited in 1782. In this painting, a wild-eyed horse looks around a 
curtain upon a damsel stretched out on a bed, a malicious imp squatting on 
her chest. The plastic sheeting of the contractor's doing in the house 
where Colin meets Jennifer for their date, substitutes for the drapery of the 
bedroom in the painting. Colin is in the damsel's position, Jennifer in the 
imp's. Only the horse is missing from the scene in the film; although in 
another shot, the shadow of Jennifer's body on the plastic sheeting seems 
to resemble the shape of a wild horse. 

In classical art, Death was represented by horse looking in a window upon 
a feast. 119 Needy seems to have visions of Jennifer's assignation with 
Colin that results in his death. And, in the bookend scenes of the film, 
Needy gazes through Jennifer's window while Jennifer uses her school 
yearbook as a menu to select future victims; this occurs just before Needy 
crashes through the window for the final battle. When at Jennifer's 
window, Needy is even dressed just as the well-known personification of 
Death 120 —hooded in black with a scythe in his boney hand. As already 
stated, a horse neighs during Needy's jump. Therefore, Needy is 
figuratively the horse that surveys the feast. Needy is Death. 

“The horse, intimately tied to our psyche and civilization, has 
symbolically and literally brought both death and salvation.” —The Book 
of Symbols, p 314. 


119 King, The Gnostics and Their Remains (1st ed.), p 158. 

120 Jung, Psychology of the Unconscious, p 380. 
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Needy, as the allegorical godhead, brings both as well. By her will, Death 
comes to town in the form of the demon that possesses Jennifer's body; 
and by her sacrifices, Evil is vanquished. 

The complexity of horse symbolism has been previously noted in Chapter 
8. The animal is much more than a personification of Death. Horses are 
symbols of power, divine and natural; they are symbols of the life force. It 
should be observed in this context, that the effigies of horses were featured 
in the May Day celebrations of many towns; in English such a figure is 
called a hobbyhorse. 12 ' These festivals are ancient in origin, and they were 
very numerous. The horse, therefore, is connected with rebirth or 
resurrection in the springtime rites in various countries. Many of these 
ceremonies have links to the sea or water. Synchronicity yet again. The 
Saxon word mare/mere means ‘lake.’ In Greek hippos is ‘horse’ and 
hippon means the ‘sexual organs of a person’ or a Targe fish.’ 122 Hippa 
was the nurse to Dionysos; in a fragment from Proclus, she is called “the 
soul of everything.” 123 Hippia is a title of queens of heaven and whores 
alike: It is the cognomen of goddesses such as Hera and Athena; 124 and 
significantly when regarding Jennifer's sexual activity and Needy's routine 
discussion of condoms with Chip, it was long ago an epitaph for a 
lascivious woman. 125 Therefore, the horse is cognate with reproduction 
and creation. As such it is also an appropriate name for a modem art 
movement: Dada, thought by many to be merely iconoclastic, is 
symbolically a rebirth of art because its name in French means a ‘child's 
hobbyhorse,’ which ties the movement to the literal rebirth of Spring. 

Returning to the negative aspect of the horse, the word mare and its 
various cognate forms are present in many languages. It has three 
meanings: a ‘horse,’ ‘sea,’ or ‘death.’ Mearh is old English for ‘horse,’ 
derived from the Old High German word merha. 126 Mare (Latin), mer 
(French), mar (Spanish), mare (Italian), meri (Finnish), Meer (German), 
morze (Polish), and more (Serbian) all mean ‘sea.’ 127 Mar ah in Old Irish 
means ‘death plague’; the Lithuanian maras is ‘death’ or ‘pestilence’; in 
Latin mors and mortis are ‘death’; 128 ‘to die’ is mori. The Old High 

121 See Howey, The Horse in Magic and Myth, chap 9, "The Hobby-horse." 

122 Knight, Symbolical Language of Ancient Art and Mythology, p 79, n 419. 

123 Knight, Symbolical Language of Ancient Art and Mythology, p 79, n 419; and Bayley, The Lost 
Language of Symbolism, vol 2, p 45. 

124 Smith, Dictionary of Greek and Roman Biography and Mythology, vol 2, p 478. 

125 Lempriere's Classical Dictionary, p 305. 

126 Webster's New Collegiate Dictionary (1981), p 696. 

127 Bergman, Concise Dictionary ofTwenty-six Languages, p 201. 

128 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 520. 
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German word mar a means an ‘incubus’ and is related to the Croatian word 
mora 129 that also appears in other Slavic languages. Nightmare equals 
cauchemar (French) 130 that was originally a demon believed to suffocate a 
person by lying on the person's chest, as in Fuseli's famous painting. In 
symbolical usage, these meanings often merge; so that the horse is 
associated with death, and Poseidon, the god of the sea, is credited with 
creating the horse and originating equine races. 131 Incongruously, horses 
pulled Poseidon's chariot over the waves of the sea; and it has been noted 
that the fish (see chap. 6) and the horse are symbolical equivalents. 132 In 
some of the fairy tales of the Highlands, water-horses are evil creatures 
that drown their riders. 133 Demeter of Arcadia was often portrayed with 
the head of a horse, and it was reputed that she gave birth to Hercules' 
steed. 134 Likewise, Hecate too is associated with the horse and the sea. 135 
As goddess of the moon, Hecate holds power over the sea because the 
tides are influenced by the moon. Occasionally, when she is depicted with 
three heads, one is that of a horse, one a dog, and one a lion. 136 Witches, 
thought to be Hecate's servants, can change themselves into horses; and in 
a paradoxical twist, witches, like saints, can have stigmata on their hands 
from the nails of horseshoes. 137 And the Devil was believed to ride witch- 
horses; 138 the sexual symbolism is strong with this notion, as the horse is a 
libido symbol. 139 

We cannot but mention another connection: The English mare (‘female 
horse’) and the Latin mare (‘sea’) are the same as the French mere, 
meaning ‘mother’; 140 and they are similar to the Norwegian mor 
(‘mother’). 141 Jung pronounced this phonetic duplication to be an 
etymological fluke, but then he asked if it might represent the Idea of the 
Mother, the center of our individual worlds and ultimately the symbol of 


129 \y e b s ter's New Collegiate Dictionary (1981), p 696. 

130 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 520. 

131 Smith, Dictionary of Greek and Roman Biography and Mythology, vol 3, p 506. 
132 Bayley, The Lost Language of Symbolism, vol 2, p 84. 

133 Bunce, Fairy Tales, p 163. 

134 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 520. 

135 Smith, Dictionary of Greek and Roman Biography and Mythology, vol 2, p 364. 

136 Smith, Dictionary of Greek and Roman Biography and Mythology, vol 2, p 364. 

137 Jung, Psychology of the Unconscious, p 536, n 1. 

138 Jung, Psychology of the Unconscious, p 536, n 1. 

139 Jung, Psychology of the Unconscious, p 308. 

140 Bayley, The Lost Language of Symbolism, vol 2, p 44. 

141 Bergman, Concise Dictionary of Twenty-six Languages, p 157. 
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all worlds. 142 ‘“To return to the sea’ is ‘to return to the mother,’ that is, to 
die.” 143 Yet another paradox, for life on earth began in the sea. 

The horse, the sea, and death lead us to Mother—Thou art. 




142 Jung, Psychology of the Unconscious, p 283. 

143 Cirlot, A Dictionary of Symbols, p 281. 
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^ Ghosts of Montsegur. 

One critic summed up Jennifer's Body by writing, “Hell is other 
people.” 144 Without doubt, this critic was referring to the literal level of 
the film, the most facile level; but synchronicity was at work! 

There are three very odd features about Jennifer's Body. (1) Jennifer does 
not seem to change much after she is possessed—before and after, she is 
mean and obnoxious. And closely related to this point, (2) we never see 
the demon take possession of Jennifer's body—Jennifer just shows up at 
Needy's house in the middle of the night after being sacrificed by Nikolai 
and the band; and it is clear that Jennifer is no longer normal. (3) Chip 
Dove, the personification of the Holy Spirit, dies. Now, in an allegorical 
work, the literal level and the symbolical level are parallel structures, 145 
and usually they do not intersect; however, it is against orthodoxy that the 
Holy Spirit, promised by Christ to comfort his followers when He 
departed, should die —and be murdered by the Christ Figure! A Christ 
Figure that is a cannibalistic monster—how can it be? It is heretical. 

In the Middle Ages in Europe, there were dualistic sects branded as 
heretical by the Roman Catholic Church. Prominent among these was a 
group in the Languedoc, a group known as the Albigenses or the Cathars 
—the Pure Ones. The Cathars believed that God created only the spiritual 
realm that is all Good, and that his Evil Foe created the physical world. 
Supporting this concept are the words of John 12:31, which state that the 
prince of this world will be overthrown: “...Now shall the prince of this 
world be cast out.” And the Cathars believed that Satan also trapped the 
souls of angels in physical bodies that he made as well. We humans are 
the angels imprisoned in Evil matter. 146 This cosmology seems to be 
anagogically portrayed in Jennifer's Body. The audience never sees the 
demon take over Jennifer because there is no demon—it is her physical 
body that is evil before and after she meets the band. Jennifer's body is 


144 Scott, “Hell Is Other People, Especially the Popular Girl.” New York Times, Sep. 18, 2009. 

145 Funk & Wagnalls New Encyclopedia, vol 1, p 422. 

I46 Markale, Montsegur and the Mystery of the Cathars, p 288. 
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certainly tempting—like sin—to males such as Colin, who asks Jennifer 
out when she is clearly not a good match for him. And Jennifer wants to 
see the band because she is sexually attracted by the lead singer. 

The question of whether Jennifer's Body contains an anagogical message 
about the conflict between matter and spirit is not a moot point for 
academics and scholars of Medieval history; the question deeply and 
directly penetrates the central essence of the story, and of life itself. 
Havelock Ellis said: 

“Sex is the central problem of life.” 

What is the conflict between Jennifer and Needy? It is sexual. Jennifer 
wants what Needy has, and by wanting it, seeks to destroy it. From early 
on in their relationship, from the sandbox, Jennifer is covetous —she will 
not let Needy play with the Barbie doll. When the girls are older — 
sexually mature—Jennifer wants Needy's friend from writing class, Colin. 
Finally, she wants what is most precious to Needy, her boyfriend Chip. 

On the night of the dance, Jennifer tries to steal Chip from Needy and to 
seduce him. If he be truly Needy's soul (see below), then Jennifer is 
without doubt demonic; for she wants Needy's soul, and this is exactly 
what she tells Needy by the pool: 

“I'm gonna eat your soul and shit it out....” 

The heart is the center of the human body. 147 As such it contains the evil 
desires of matter. This is why Needy must stab her friend in the heart to 
vanquish the demon. Jennifer's flesh—her body—is truly selfish and 
greedy; Jennifer hungers to devour the partners that she steals from Needy. 
Literally to digest them. It is Evil in an unquestionable materialistic form. 
She wants to vomit on her victims and devour them like a monster from a 
Hieronymus Bosch painting. Fike the dogma of St. Augustine, it testifies 
to the ugliness of human nature. The Cathars recognized that evil flesh is 
not redeemable, however attractive it may appear. Only our souls are of 
God; our bodies and all their iniquitous desires—like the desire to fuck 
your best friend's boyfriend—belong to Satan in toto. 

As with most symbols, the heart has a flip side. An ancient symbol of the 
soul is the heart. The ancient Egyptians believed that the heart was the 


147 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 479. 
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storehouse of truth, and to gain immortality, a person's heart was put on a 
scale to be judged. 148 Jennifer and Needy both wear heart-shaped pendants 
as symbols of their friendship or love. In the showdown near the end of 
the film, Needy pulls off Jennifer's necklace, and it falls to the floor. This 
echoes the Finnish legend of Donica, in which a dead girl is animated 
because the Devil is in possession of her body. When a magic charm 
hidden under her arm is removed, she falls lifeless, 149 while Jennifer falls 
prostrated when Needy pulls off Jennifer's heart pendant. It seems that 
Needy is taking Jennifer's heart or soul from the demon, which may be 
Jennifer's body —a physical entity fashioned by the Devil. When 
Jennifer's heart or soul is freed, she stops fighting Needy because in her 
heart, in her soul, Jennifer truly does love Needy. 

The Cathars also depicted the human soul as a dove. 150 The orthodox also 
claim that the souls of many saints and devout persons have appeared in 
the form of a dove. 151 Dove/soul symbolism is very old and nearly 
universal. In pagan times, the dove symbolized love; and thus the dove 
came to represent the eternal part of a person—the soul. 152 Needy 
becomes like Jennifer when Chip Dove, literally Needy's boyfriend but 
allegorically her soul, is lost. Before this, Needy goes to the dance only to 
watch Jennifer; there is no plan by Needy to slay Jennifer. Only after 
Needy loses her angelic part does she think to kill her friend Jennifer. And 
only then does Needy swear—something Jennifer tells us that Needy 
never did—kick orderlies, trade sex for rides (in the script), and finally 
slaughter the band. Without her “soul mate,” Needy is only physical 
matter. And Catharist dogma declared matter to be evil. The last shot of 
Needy leaving the hotel where she has avenged her friend, is rather 
ominous: Her eyes seem to glister demonically. This seems to confirm 
that without her soul, Needy is evil. 

However, another holy paradox appears in the story. Needy does not just 
become like Jennifer, Needy is Jennifer at the end: if not a climax, then 
the perfect resolution of the film. She literally rises from her tomb-like 
cell with the large X-shaped shadow on the floor, while wearing fuzzy 
bunny slippers. That is bunny as in Easter Bunny! “You're not coming 


148 Ronnberg and Martin, The Book of Symbols, pp 392 and 394. 

149 MacCulloch, The Childhood of Fiction, p 103, n 1. Southey's Thalaba is also similar. A girl is 
revived only to be slain by the hero, who believes that he destroys only a demon. 

150 Markale, Montsegur and the Mystery of the Cathars, p 285. 

151 Brewer, A Dictionary of Miracles, pp 107-110 and pp 258-260; and Hall, Dictionary of 
Subjects and Symbols in Art, p 112. 

152 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, pp 306-307. 
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back until I'm set free,” is a line near the end of the theme song, “Through 
the Trees.” It is Jennifer's resurrection to which the song refers, and the 
Resurrection of Christ is what is allegorically portrayed when Needy 
breaks out of the asylum. And her bunny slippers testify that it is Easter. 

Aside from its association with Easter, springtime, and fertility, the rabbit, 
hare, or coney is a lunar creature on account of its nighttime habits. 153 And 
it appears on the face of the moon itself. 154 Therefore, the rabbit, often a 
companion of Hecate, partakes of the lunar cycle of birth and rebirth. 155 
Rabbits appear in Sucker Punch both in the open, as in the trench combat 
where a pink bunny face is painted on the Meka, a futuristic armored 
fighting machine, that Amber pilots, and hidden, as in the scene when 
Amber presents the lighter stolen from the Mayor to the group: One of the 
posters on the wall is for the film My Dream Is Yours (Warner Bros. 
Pictures, 1949) in which Bugs Bunny is featured in a dream sequence. 
Among the charms that hang from Baby Doll's Colt .45 is a rabbit, and a 
stuffed toy rabbit appears in her bedroom. The filmmakers of Sucker 
Punch may have wished to subvert the image of the Playboy bunny, the 
scantily clad young women serving powerful men introduced by Hugh 
Hefner; however, there is probably more than one significance intended. 
The rabbit's sacrificial qualities 156 make it a perfect symbolical associate 
for the girls of Sucker Punch as we shall see later; and, the rabbit has also 
been linked to — synchronicity at work again—demiurgic powers in some 
mythologies, 157 the regenerative quality of the moon cognately coupled 
with the animal. The recurring placement of the rabbits, just like the 
recurrence of horses in Jennifer's Body , clearly indicates meaningful 
purpose; repetition being an earmark of symbolical usage. 158 Baby Doll, 
through her “dreams,” attempts to recreate her world, as an artist recreates 
reality on a canvas, or a filmmaker on a screen. 

When Jennifer is making herself up for the dance, a rabbit toy is seen on 
the self above her mirror, along with some toy horses as well. It is perhaps 
more than coincidence —synchronicity at work again—that the name 
Jennifer is related to the Celtic name Guinevere/Gwenhwyvar— meaning 
‘white phantom’ or ‘white wave’—for in the Pyrenees of France, the 


153 Neumann, The Great Mother, p 141; and Chevalier and Gheerbrant, The Penguin Dictionary of 
Symbols, p 472; and Ronnberg and Martin, The Book of Symbols, p 288. 

154 Biedermann, Dictionary of Symbolism, p 164. 

155 Cirlot, A Dictionary of Symbols, p 139. 

156 Neumann, The Great Mother, p 199, n 107. 

157 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 472. 

158 Bain. Beaty, and Hunter, The Norton Introduction to Literature, p 116. 
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Cathars left behind legends of the White Lady. At Puilaurens, she appears 
on winter nights during a waxing moon. At Montsegur, she haunts the 
walls after rising from a nearby lake. A folk tale from the area relates the 
story of a woman who escapes from her husband by turning into a dove. 
Such myths and folk tales have Celtic roots, 159 and this may be another 
reason for the horse that we see in Jennifer's backyard. The Celtic goddess 
Rhiannon, whose name means ‘great queen,’ 160 took the form of a mare, 
albeit, a white one. Hecate too assumed the form of a bitch or mare. We 
hear a horse too just before Needy crashes through Jennifer's window. 
Could Jennifer be the great queen? 

Levels of meaning. They are very deep in Jennifer's Body, a fact that 
Needy says early in the film: 

“Maybe it's another dimension. Or, you know, just really deep.” 




159 Markale, Montsegur and the Mystery of the Cathars , pp 34. 53, 99. 
160 Markale, Montsegur and the Mystery of the Cathars, p 292. 
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^ The Train, the Belly Button, and Fate. 

Billy Bragg explores the metaphoric power of the train on his album 
Shine a Light (Cooking Vinyl, 2016) with Joe Henry. On “Folsom Prison 
Blues” (Sun Records, 1955), Bragg observes, it is the train's whistle, not 
the bars, that make Johnny Cash feel he is in prison. 161 The train on the 
record “People Get Ready” (ABC-Paramount, 1965) by the Impressions is 
a spiritual conveyance, not an actual locomotive with freight cars heading 
for Albuquerque. Seeking revenge on the marshal who sent him to prison, 
the outlaw Frank Miller arrives on the twelve o'clock train in the classic 
Western film High Noon (United Artists, 1952); and Will Kane the lawman 
(Gary Cooper) knows that he cannot escape his Fate; for the killer will 
hunt him down wherever he goes. A whistle from an invisible train—it is 
never seen nor even the tracks—heralds the death of M's partner in A 
Ghost Story (A24, 2017), a film by David Lowery. Invisibility here is 
suggestive of the unseen forces such as Fate that are active in human lives. 
In “Time Passages” (RCA/Arista, 1978), the Scottish singer A1 Stewart 
travels through time “...on the last train home....” None other than God 
rides on the last train in “American Pie” (United Artists, 1971), Don 
McLean's anthem to lost innocence: “And the three men I admire most / 
The Father, Son, and the Holy Ghost / They caught the last train for the 
coast....” Sinead Lohan in her hauntingly beautiful and mystical song of 
loss and longing “Did I Do the Right Thing” (Dara Records, 1996), uses 
the departure platform and the train as metaphors for a new beginning or 
spiritual rebirth. 162 On a basic level, a train signifies a journey; and, as in 
Sinead's song, a journey can be at the same time away from something and 
toward another thing. In the last 180 years, the train and the railroad have 
become symbols of the impersonal forces and pressures in modern life, but 
the railroad can also be a dramatic symbol of the inexorable cosmic forces 


161 Bragg, interview on Q, CBC radio, Nov 2, 2016. 

162 “With tjath rec [ berries on the branches / I'm further than you think / Next to station platform 
people / We're all waiting for a train / Sometimes not even I can tell you / I'm nearer than you 
know / Behind your eyes a burning memory / Where the tears of broken pieces go. /1 filled my bag 
with clouds and rivers / Emptied the castle of the crows /1 left the sand and sea forever / To be 
exactly here and now....” (Lyrics by Sinead Lohan.) ...And she married an accountant and lived 
happily ever after! 
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working on human lives. 163 And so too with the trains and characters in 
two of the films under consideration. 


In Mama, one night after Lucas and Annabel have moved in with Lilly and 
Victoria, Annabel sees something prowling in the hallway outside the 
bedroom that she shares with Lucas. He goes to investigate. The house is 
dark and quiet. The only thing that seems to be around are moths. The 
house is teeming with them. Then Lucas notices a hole in the wall at the 
top of the stairs. It is a strange hole; it is black, but seems to resemble a 
navel—a belly button. 

At the Temple of Delphi, there was a large ornately carved stone called the 
Omphalos — ‘navel.’ This monument was sacred to Gaia (Mother Earth) 
before Apollo supplanted her. 164 It was at this stone that the Pythia 
communicated directly with God. Indeed, the poet Pindar asserted that the 
living, the dead, and the divine communicated at this cosmic point, 165 
another instance of a symbolical Mystic Center. The Omphalos stone does 
not actually look much like a real navel; it resembles a beehive or vase 
covered by netting; however, the ancient Greeks believed that it marked 
the center of the world. 166 Now, to Lilly and Victoria—indeed to all little 
children—“mama” is the center of the world; therefore, the hole that 
Lucas sees resembles a navel for this allegorical reason. 

When Lucas leans in to study this strange phenomenon —a hole in the wall 
that looks l ik e a navel—Mama jumps out at him. But she never touches 
him. He leaps back, loses his balance, and falls down the stairs. 
Remember, however, that symbolically the stairs always ascend. Later in 
the hospital, Lucas, in a coma, is visited by Mama. He is in her realm, the 
mystical forest, even in the hospital; for a painting of a forest hangs near 
his bed and out the window only trees are seen. 

Lucas has a vision of his brother in a tunnel. Archetypally, the tunnel 
represents a connection to the afterlife; it is a numinous transition point in 
many works of art. 167 The brother says, “Save my girls.” Lucas has a 
seizure; doctors and nurses come running. We know that Mama is 
responsible because “MAMAMAMAMAMAMAMAMAMA” appears on 


161 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 1023. 

164 Biedermann, Dictionary of Symbolism, p 246. 

165 Cirlot, A Dictionary of Symbols, p 243; and Chevalier and Gheerbrant, The Penguin Dictionary 
of Symbols, p 719. 

166 Knight, Symbolical Language of Ancient Art and Mythology, p 104. 

167 Ronnberg and Martin, The Book of Symbols, p 628. 
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the screen of his monitor. However, is she trying to kill him, or lead him 
out of the forest? 


Lucas recovers and leaves the hospital suddenly. He has seen the tunnel 
from his vision before. He drives—or one could easily say, is driven by 
Fate—to where the girls had been found; and on the way, he comes to a 
tunnel by which a road passes under a railway. The archetypal importance 
of the tunnel has previously been noted. This scene is certainly a 
deliberate composition, for it resembles the van Gogh painting Roadway 
with Underpass (Thannhauser Collection, Guggenheim Museum, 1887). 

A train goes by as the audience views this symbolic landscape. In this 
instance, the train certainly represents Fate. 168 

In Sucker Punch, the train also has the same meaning. It is on the high¬ 
speed train on an alien world that the girls' dream of freedom is dispelled. 
Rocket is trapped on the train with an atomic bomb that the girls cannot 
disarm, while in the brothel, Rocket is stabbed by the Cook. The religious 
music— Stabat Mater: Quando Corpus Morietur by the Cologne Concert 
Orchestra—in the fantasy scene, with Rocket, Sweet Pea, and Baby Doll 
fighting the robotic sentinels who guard the bomb, is allegorically 
significant. The meaning is clear: Rocket will never see her mother of 
flesh and blood again, but she will nevertheless return to her true Mother 
—God. In art a figure of the Holy Mother placed to the right of the 
Crucifix is known as the Stabat Mater. 169 The name comes from two 
medieval hymns by the Franciscan friar Jacopone da Todi, Stabat Mater 
Dolorosa and Stabat Mater Speciosa. In Christian iconography, the 
Stabat Mater, as well as the Pieta composition, are forms of the Mater 
Dolorosa (‘mourning mother’) leitmotif. 170 Therefore, the music here 
signifies that Rocket is a sacrifice mourned by her divine Mother. 

Coming onto the scene in the kitchen, Blue berates the Cook and orders 
the hysterical Sweet Pea to be locked away. Enraged by the girls' plot, 
Blue executes Amber and Blondie by shooting them in the head. It is 
likely in the asylum level that these three girls (Rocket, Amber, and 
Blondie) are lobotomized, although we cannot be sure. The almost total 
lack of what we call “reality” is likely symbolic of the Eastern concept of 
Maya (‘illusion’) that masks the ultimate Oneness of existence; even the 
opening “realistic” scenes of Sucker Punch are presented in slow-motion 


168 Ronnberg and Martin, The Book of Symbols, p 444. 

169 Wikipedia, the online encyclopedia, “Stabat Mater (art).” 

170 Jameson, Legends of the Madonna, pp 120-121. 
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as if they are a dream. The film itself opens with the pull of a curtain, 
signaling that all the audience is about to see is theater—is artistic 
representation. Is illusion. 

Regardless, the train races ahead with its world-shattering cargo. From 
the safety of their helicopter, Amber, Sweet Pea, and Baby Doll watch 
helplessly as the train takes Rocket away from them to yet another 
maternal symbol, the city. 171 And the bomb detonates.... 

The train in Mama does not carry a bomb, yet it is no less fateful. Lucas 
gets out of his car and starts to follow the train tracks. He passes an old 
leaning telegraph pole —a perfect X, sign of the Mother Goddess whom he 
will soon meet. First however, his trek leads him to Annabel. She is 
driving in her car, pursuing Mama who has taken the girls back to the 
forest. That Lucas and Annabel, without planning, meet on a lonely 
country road at night is clearly more than fortuity. It is the work of Fate. 

It is synchronicity. We cannot doubt that Mama brings them to the same 
point. 

Before this, Victoria warned Annabel about Mama's jealousy. Victoria is 
sitting on the floor of the bathroom, trying to open a jar. She is struggling 
and crying—she cannot open the jar. Annabel enters and offers to help; 
Victoria refuses. “She”—meaning Mama—gets jealous. Annabel is in 
danger, Victoria tells her. The jar never does get opened. This short scene 
—if one does not allow oneself to be distracted for the moment by the 
ominous warning —sums up Victoria's situation. The bathroom is where 
childhood is left behind. Infants begin to truly grow up when 
experiencing “potty training.” The jar—or any small container—is a 
symbol of the womb. 172 The human body especially the female body is a 
vessel as the jar is a vessel. The body of a mother is a vessel that holds the 
miracle of life. Victoria is longing for reunion with Mother, but she 
cannot open the jar—it is impossible to return to the womb—impossible to 
return to Mama in the forest. Victoria is growing up. And that growth is 
difficult for us all. And so her tears. 

Returning to Mama's jealousy, this seems to be a very human emotion. 
Mama does not want her girls to replace her with Annabel. However, 
mother goddesses in their negative aspects are despotic, overprotective, 


171 Cirlot, A Dictionary of Symbols, p 49. 

172 Jung, Psychology of the Unconscious, p 239. 
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and jealous. 173 Mama, therefore, displays a divine attitude in regard to her 
rival Annabel. Yet, we leam that Mama makes a promise to Victoria not to 
harm Annabel. Clearly, Mama does love her girls, Lilly and Victoria, just 
as if they had come from her womb, and wants them to be happy. 

A cliff is an archetypal symbol associated with the belly of Mother; 174 and 
subsequently, Fate brings all the characters of this modern fairy tale to a 
cliff overlooking a lake. Years ago, Edith Brennen plunged off this rock 
with her child while being pursued by the sheriff. This is where Mama 
lost her baby. This rock is symbolically the Anaklethra (‘place of calling- 
up’), where Demeter called for her daughter Persephone taken from her by 
Pluto—by Death. 175 And this is what Mama does, ritually summons her 
children to her. Lilly and Victoria look like little acolytes, crowned with 
garlands of flowers, unmistakable signs of consecration, 176 and dressed as 
they are in their bathrobes, the belts of which symbolize Union with 
God. 177 

However, like Demeter, Annabel does not want to lose her girls. First, 
Annabel tries to appease Mama by giving her the remains of the lost child, 
which the doctor had found in the archives. Mama accepts the relic and, 
in the form of a beautiful young women, mourns over the tiny bones — 
another pieta. Until a fateful thing happens. Lilly, as she has done 
through the entire film, cries out, “Mama!” 

The spell is broken. Mama wants her living children! However, she has 
promised Victoria not to hurt Annabel. As a result, Mama uses her power 
to put Annabel to sleep. Mama tries again and again. But Annabel will 
not stay out. Finally in desperation, Annabel clamps on to the belt of 
Victoria's robe. Child is connected by a cord from her waist to would-be 
mother. What could this be? Only a symbolic umbilical cord. 

Mama stops. She and Victoria say good-bye. 

“I love you, Mama!” Victoria says. 


173 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 1123. 

174 Neumann, The Great Mother, p 45. 

175 Harrison, Ancient Art and Ritual, p 79. 

176 Knight, Symbolical Language of Ancient Art and Mythology, p 84; and Chevalier and 
Gheerbrant, The Penguin Dictionary of Symbols, p 263. 

177 Julien, The Mammoth Dictionary of Symbols, p 36. 


VVVVVVVVVV 


< 47 > 


//////////////////// 



Annabel becomes truly a mother. 
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^ Metempsychosis. 

Every five-year child knows that a caterpillar or larva does not die when 
it enters a cocoon or chrysalis—the worm undergoes metamorphosis. It 
changes form. When a soul changes form, it is called metempsychosis. 

In Mama, Lilly changes form. 

Numinous power is found in proper myths and fairy tales 178 in the form of 
miraculous phenomena such as Lilly's transformation. In Europe, these 
miracles sometime reveal pre-Christian religious ideas that have been 
preserved in the oral tradition of these stories. 179 For generations, these 
ancient ideas were passed from one generation to the next by mouth 
before, in comparatively recent times, they were written down. Mama is 
one of these ideas: a mother goddess from an immemorial epoch. There 
is something fearful about her that speaks to a primitive awe of numinous 
power. And yet Lilly is not afraid. Lilly only loves Mama. 

Moths. The spirit of Mama is surrounded by moths. They emerge from 
the body of Edith Brennan when it floats in the lake. They seem to issue 
from the “hole” in the wall that Lucas observes. They are even in the 
drawings done by Victoria and Lilly. Lilly eats them. Moths are 
important symbolically because they are attracted to light and seek it out, 
often fatally. 180 A moth, a nighttime butterfly, represents a soul beset by 
mystical love and longing to find God. 181 This is Lilly, always calling for 
“Mama!” She is the moth at night, searching for the flame, the Divine 
Light. 

In the climax of the film, Lilly goes to Mama over the vociferous 
objections of Annabel and Victoria. Floating in the air above the lake, 
Mama takes Lilly into her emaciated arms. Briefly, they look like a 


178 Otto, The Idea of the Holy, p 126. 

179 Bettelheim, The Uses of Enchantment, p 209. 

180 Ronnberg and Martin, The Book of Symbols, p 234. 

181 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 676. 
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Madonna-and-Child painting. To the horror of Annabel and Victoria, 
Mama envelopes herself and Lilly in a cocoon-like wrap, then plunges 
toward the water. During the fall, the camera shows the inside of the 
cocoon. There is a bright light and—of course—an X. Mother—Thou art. 
Lilly caresses Mama, giggles and smiles. Bliss. 

The cocoon hits the protruding branch of a tree and erupts into a huge 
cloud of moths. Lilly and Mama have vanished. On the cliff, Annabel 
tearfully hugs Victoria. One of the moths, however, is different than the 
others. A butterfly with iridescent blue wings lands on Victoria's hand. 
Victoria recognizes the butterfly as her sister. Lilly is not dead. She has 
found the Light. Victoria calls the butterfly by name, and then watches in 
wonder as it gracefully ascends. The butterfly is an age-old and universal 
symbol of the soul, especially of a child's soul. 182 The ancient Greeks used 
the same word— psyche —for ‘soul’ and ‘butterfly.’ 183 

Since ancient times, the butterfly has been a symbol of Metempsychosis 
and resurrection. 184 Many writers and artists have used the butterfly 
symbol. 

Dante: 

“Worms are we, bom to make angelic butterfly.” 

The frontispiece of William Blake's For Children: the Gates of Paradise 
(1793) shows a “human pupa” awaiting transformation. 

Le Fanu in his vampire novella “Carmilla” (1872): 

“Girls are caterpillars while they live in the world, to be finally butterflies 
when the summer comes.” 

Lilly too! 

Jung in Psychology of the Unconscious paralleled the pre-sexual stage of 
human development with the caterpillar stage of the butterfly. 185 Lilly is in 
this stage when she is lost in the forest. And in this innocent stage Lilly 

182 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 90. 

183 Bayley, The Lost Language of Symbolism, vol 1, p 11. 

184 Biedermann, Dictionary of Symbolism, p 91. 

185 Jung, Psychology of the Unconscious, p xxviii. 
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remains; for her sojourn in the forest is a temporal stasis, a suspended 
animation. Yet it is not a dead end. Her innocent heart loves Mama 
completely, and so she is able to advance to a higher spiritual existence at 
the end of the film. Lilly achieves Union with God. 
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^ The Sacrifice Occurs at the Point of 
Crossing. 

When Jung wrote, “The sacrifice occurs at the point of crossing,” he was 
probably referring to the hymen, as the cross is an ancient fertility 
charm. 186 The union of the Yoni and the Lingam is represented by a cross, 
hence the fertility charm. 187 However, as in so much of symbolism as in 
life, this idea is complicated. For a thousand years or more, the cross as a 
symbol has been much associated with Christian iconography; but, the 
cross has many meanings: For Plato, the cross was emblematic of the 
World Soul, 188 and the symbol for female [ £ ] contains a cross. The 
Rosicrucians believed it a symbol for light. 189 The vertical line of the 
cross is usually regarded as symbolic of the male or active principle, while 
the horizontal line is symbolic of the female or passive principle; 190 and so 
the cross represents the union of opposites. 191 Dada. Etruscan soothsayers 
stood in the open air and divided the heavens with two lines that 
intersected directly above their heads, 192 thus marking, at least 
symbolically, the Mystic Center with a cross. It represents totality. 193 

Crosses abound in Jennifer's Body. In this context they are certainly 
Christian; many of the crosses are in fact Xs —for Christos: In Greek, the 
initial letter of the name Christ is the letter Chi [%], which is an X. Much 
of the New Testament is actually encoded in the symbols and 
personifications of Jennifer's Body ; however, the cross is a symbol much 
older than Christianity. In Mama, the crosses are emblematic of a mother 
goddess; for the cross was a pre-Christian symbol of mother goddesses. 194 


186 Jung, Psychology of the Unconscious, p 296. 

187 Jung, Psychology of the Unconscious, p 298. 

188 Timeaus, 36b-e. 

189 Waite, The Real History of the Rosicrucians, pp 5-6. 

190 Cirlot, A Dictionary of Symbols, p 122. 

191 Biedermann, Dictionary of Symbolism, p 81. 

192 Cirlot, A Dictionary of Symbols, p 332. 

193 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 248. 

194 Jung, Psychology of the Unconscious, p 300. 
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Because the cross can be viewed as a quincunx, 195 it evokes the Delphic E 
because both figures have five points. 

ft seems that the mysterious goddess Hecate was the inspiration for Mama. 
Among other things, Hecate was the protector of children —according to 
Hesiod, Zeus made her nurse to the young 196 —as the ghost in Mama 
protects and cares for Lilly and Victoria. She was called Soteira 
(‘saviour,’ a title also possessed by Persephone 197 ); in this role, she saved 
the city of Byzantium by alerting the citizens with the barking of dogs, 
which were her sacred companions, when the troops of Phillip of Macedon 
approached at night. 198 Dogs or other canines are prominent in the film. 
Hecate could spawn insanity, 199 and this is significant in relation to Jeffrey 
Desange's murderous rampage. The moths that flutter around Mama are 
akin to the souls of the dead that travel in the company of Hecate on her 
nightly wanderings. 200 The cross was especially sacred to Hecate, an 
otherwise fearsome divinity whose realm was darkness and sorcery. 
Because she ruled the darkness and the horrible creatures that haunted it, 
such as the empusae, she was often identified with Persephone, 201 another 
dichotomous divinity. For part of the year, Persephone was Queen of the 
Underworld and ruled over the spirits of the dead with her husband Pluto; 
but in the spring, she returned to the surface, bringing warmth and life. 
Another holy paradox: From the realm of the dead, the dark earth, comes 
life! 

The X is also a symbol of inversion. 202 This is a symbolical process by 
which the meanings of things are changed. Bad becomes good. Dada. 

This is how the Cross —an instrument of brutality, torture, and death — 
became associated with the Resurrection of Christ and the promise of 
eternal life. Inversion is a process of transformation. Human minds are 
constantly fostering inversion or sublimation. 203 Inversion, however, is not 
simply reversing meanings; oppositional forces are actually merged. A 
sacrifice is required for eternal life; they are twins. The Union of 
oppositional forces is the central essence of the films under consideration. 


195 Biedermann, Dictionary of Symbolism, p 81. 

196 Hesiod, Theogony, 450. 

197 Knight, Symbolical Language of Ancient Art and Mythology, p 83. 

198 Famell, The Cults of the Greek States, vol 2, p 508. 

199 Famell, The Cults of the Greek States, vol 2, p 513. 

200 Smith, Dictionary of Greek and Roman Biography and Mythology, vol 2, p 364. 

201 Jung, Psychology of the Unconscious, p 405. 

202 Cirlot, A Dictionary of Symbols, p 159. 

203 Cirlot, A Dictionary of Symbols, p 158. 
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Although the New Testament erases the sexuality of Jesus, the 
incarnations of Jennifer Check and Chloe Sweeney are sexual beings: 
Jennifer is very passionate even with her friend Needy, and Chloe shares 
her body indiscriminately. Both are, however, spiritual beings 
allegorically. When Catherine asks Chloe about her profession, Chloe 
gives an incongruously spiritual reply: 

“I find something in everybody to love.... I make myself generous.” 

Jennifer and Chloe are the intersection of the profane and the sacred, the 
junction of the physical and the spiritual, the temporal and the 
transcendent. In short, they are the point; they are the cross. They are the 
Mystic Center, where the physical and the spiritual converge. Wherever 
the incongruous meet, look deep and you will often find the Holy. You 
will often find the Great Mother; for in her, opposites are united. 204 So that 
Mama and Hecate are both fearsome and tender. 

In Sucker Punch , such incongruities have puzzled many viewers. Dada. 
How can this film be about female empowerment when the main character 
is trapped in sexual slavery and appears objectified even in her own 
fantasies? By sublimation or inversion. Jung noted that sublimation is 
“ideal creation in place of the real.” 205 

Baby Doll (even the names are objectifying) has visions of herself and her 
fellow captives as heroes. In the first, she battles giants singlehandedly, 
and then is joined by the others to fight steampunks in the trenches of 
World War I, Ores and dragons in a fantastic Medieval castle, and finally 
robots on a distant world. Yes, the girls fight—a traditionally male 
vocation—but the viewer is never allowed to forget that the characters are 
girls; for the sexy outfits that each wears seem to be the product of male 
fantasy, not the empowering concept of female daydreams. It was not 
long ago that little boys would pretend to be heroes and play at being 
soldier, fireman, cowboy, cop, or knight; in Sucker Punch, a defenseless 
girl plays at being the hero. So how exactly does this empower anyone? 

For all the violence in the film, the girls never actually kill anything — 
Dada—unlike the violence of a male-dominated society that conducted the 
industrially efficient butchery in the First World War. Steampunks and 


204 Neumann, The Great Mother, pp 21, 45. 

205 Jung, Psychology of the Unconscious , p 64. 
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robots are not alive; giants, Ores, and dragons do not really exist. Sweet 
Pea gains her freedom through the deliberate sacrifice made by Baby Doll. 

During her first dance—an obvious transcendental experience—Baby Doll 
meets the Wise Man in a temple. Traditionally, dancing is not mere 
frivolity. The apsaras of Indian mythology are celestial dancers, 206 and it is 
during her dances that Baby Doll enters a different world; or more 
precisely, it is during these transcendental states that she refashions her 
world. Indian dancing is religious motion, and the movements correspond 
to spiritual states. The Eastern Divinities are dancers: Shiva does a 
cosmic dance, and Buddha Amoghasiddhi of Tantric Buddhism is called 
“The Lord of the Dance.” 207 It is the same in the West. In one of his 
choral odes in Ajax, Sophocles calls Pan, “the author and director of the 
dances of the gods,” which depict the “the cause and effect of 
the...universe.” 208 On the other side of the world, not long ago, the Ghost 
Dance, promulgated by the Pauite prophet Wovoka, was performed by the 
oppressed Native peoples of the land called North American by the White 
Men. It was believed that the Ghost Dance would bring nothing less than 
Kingdom Come—the Saviour would appear with the Ancestors, restoring 
lost lands and inaugurating eternal peace and prosperity. 209 And it is not 
without consequence that the Great Mother was worshipped with dance. 210 
So then, dance is symbolic of creation and metamorphosis. 211 Dance is 
spiritually and divinely inspired. Dance is magic. 212 During her dances, 
Baby Doll wields demiurgic power. 

“There's nothing you can do to stop the dance in you.” —Sinead Lohan, 
“Whether or Not.” 

With the Wise Man as her guide, Baby Doll begins her quest for freedom; 
and he tells her that five things are needed to win her freedom: a map, fire, 
a knife, a key.... More synchronicity: A torch, a dagger, and a key are 
emblems of Hecate; 213 and a map shows the correct way to take at a 
crossroads, the sacred spot of Hecate. The complex system of corridors in 


206 Hartland, The Science of Fairy Tales, p 268. 

207 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 273. 
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the asylum with its gates and bars, is a labyrinth or maze; and this is the 
practical reason that the girls require a map to see the correct way. This 
way, however, is not merely a physical egress, it is a spiritual journey as 
indicated by the presence of the Wise Man in the temple—the archetypal 
Way to a higher state just as is Christ's path to Calvary . 214 Symbolically, 
the maze is equivalent to the Trial that all heroes must undergo . 215 This is 
why as part of their Quest the girls must slay a dragon: It is what heroes 
do. Fire creates a diversion to cover the girls' escape by setting off the 
alarm; but a torch symbolically lights the way as an emblem of Truth . 216 
The knife is related to the concept of sacrifice . 217 And the key opens not 
only physical doors and gates, but metaphysical ones as well. The key is 
an attribute of Saint Peter for this reason—he is the keeper of the gates to 
Heaven . 218 Peter's symbol was actually inherited from the Roman deity 
Janus ; 219 and from Hades , 220 Hecate , 221 and the primordial Mother Goddess 
Gaia . 222 By using these tools of a Mother Goddess, Baby Doll will 
reshape her world. And the last item, the Wise Man tells her, will be a 
great sacrifice. A sacrifice, it is worth noting, is actually an offering to 
God; and hence, the sacrificial item is sanctified, it is holy . 223 

At the end of the film, a group of men stand in the courtyard of the 
asylum/brothel where the girls are captive; but Baby Doll and Sweet Pea 
do not chop the men to pieces, shoot them up, or blow them to bits as one 
might expect based on the previous heroic “fantasy” scenes —Baby Doll 
distracts the men while Sweet Pea runs through the gate, an archetypal 
symbol for a passage between two worlds and also symbolic of the 
womb . 224 Sweet Pea's freedom is gained through an act of renunciation. 
How truly feminine. How truly incongruous!—passivity produces such 
great results. Dada. Baby Doll becomes a hero without killing. Here is 
the central essence of Sucker Punch : Baby Doll becomes more than a 
mere hero, she becomes—like Jesus and Hecate —a Saviour. Baby Doll 
makes it possible for Sweet Pea to be reborn. How truly Sacred! 
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Apollo captured Delphi with violence; but before that, Parnassos was 
sacred to Gaia because She gave birth. She made a sacrifice of a part of 
Herself. She created. All mothers do. It is then no mystery why the 
number five is prominent in Sucker Punch. Despite the chaos or 
absurdities—Dada—it is difficult to escape the sacred symbolism in the 
film. Especially in the fantasy battle sequences, the numinous, although 
always corrupted, is present: the temple where Baby Doll meets the Wise 
Man, the ruins of the cathedral that loom over the trench warfare, the 
mythical castle were the Light is hidden in a dragon, a far-off city in the 
heavens. In the final scene, the holiness is not corrupted; as Sweet Pea 
leaves the corruption of the lavatory, a church steeple towers over the 
tableau, pointing in the true direction of her journey. The silver metal of 
the bus is speckless, and one of her guardian angels is at the steering 
wheel. The Doughboy from the trenches is also waiting to board, can we 
doubt that he too is an angel? Once she is safely aboard, the bus drives 
into the setting sun—the Land of Death and Rebirth 225 —past a billboard 
that proclaims “Paradise Diner;” note here that paradise is a by-word for 
Heaven and that a meal is symbolic of union: The resulting meaning is 
‘heavenly union.’ The silver bus and the sun might cause devotees of 
classic Rock to think of Neil Young's song “After the Gold Rush” (Reprise 
Records, 1970): “They were flying Mother Nature's / Silver seed to a new 
home in the sun / Plying Mother Nature's / Silver seed to a new home.” 
The wheat fields on either side of the road are a resplendent gold, ready 
for harvesting; and this perfectly illustrates the ancient religious allegory, 
All Plesh Is Grass. 226 All of us return to God. Amidst the crop, a 
scarecrow stands alone, just like a Crucifix —all life requires a sacrifice. 
Our lives are gifts from the sacrifices of others. And crows flutter around 
as the bus passes on.... Generally, birds are symbols of the spiritual and 
often represent souls; 227 crows or ravens specifically represent demiurgic 
powers, 228 recontextualization being the central essence of the film. A 
journey, Jung noted, is an archetype that represents the longing for the lost 
Mother; 229 and at the end of the film, Sweet Pea boards a bus to begin her 
journey home. 


225 Ronnberg and Martin, The Book of Symbols, p 96. 
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Her freedom means that Sweet Pea returns to Mother—Thou art. 
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^ Dada. 

Dada was born from the agony of a civilization that was devouring itself 
with soulless industrial efficiency. Dada was a rebellion. Dada sought to 
destroy—or, more specifically, decontextualize — all that had gone before. 
Some have claimed that Dada was nihilistic—they don't know Dada. 

While Dada was against “—isms,” it was many things, as the name 
implies. It is doubtful that such a significant name was selected truly at 
random, unless synchronicity was involved: Among the many meanings 
of this simple word, is ‘father.’ And father is a by-word for God. Tristan 
Tzara compared Dada to Buddhism, asserted that the spectator has power, 
and averred that Dada seeks the central essence of things. 230 Like Baby 
Doll, Dada sought to recontextualize or reshape art and the world into new 
structures. Sucker Punch begins with the opening of a curtain on a stage 
—everything the audience is about to see is an artistic representation. 

Like Dada however, the film maintains that artistic representation and real 
life are the same, 231 and this reflects the Upanishadic concept of the 
ultimate Oneness of existence. 232 The last that Baby Doll is shown, she is 
in a lavatory, behind her a row of urinals; the camera pans right, and Sweet 
Pea emerges from a lavatory to board a silver bus. Synchronicity again: 
Eastern Philosophy at work! Atman is Brahman. 233 In Sucker Punch, art 
and life are one; imagination and reality are one, the physical and the 
spiritual are one. It is not just a film about one girl's imagination or idiotic 
video game fantasies, it is a film about the reality of guardian angels, the 
reality of the supremacy of infinite Mind over all, the reality of Salvation, 
and the reality of what is simply called God. 

The hallmark of Dada was absurdity. And this was epitomized by Marcel 
Duchamp. 234 Before there was Dada, there was Duchamp, an artist who 
spent most of his life playing chess. His masterpiece was a urinal, placed 

230 Tzara in “Lecture on Dada” (1922), “Dada Manifesto” (1918), and "Monsieur Antipyrine's 
Manifesto.” 

231 Von Lengerke, Masterpieces of Western Art, vol 2, p 617. 

232 Funk & Wagnalls New Encyclopedia, vol 4, p 174. 

233 Funk & Wagnalls New Encyclopedia, vol 24, p 161. 
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horizontal, and signed “R. Mutt” that he tried to exhibit in New York City. 
He entitled the piece Fountain (original lost, 1917). At first glance, this 
does seem absurd, or idiotic; however, if one pauses to contemplate this 
unconventional masterpiece, a deeper meaning is apparent. By an act of 
will—not by labor—Duchamp created a work of art. Like a Greek play, 
Duchamp's act of creation was symbolic. It represented the demiurgic 
power of the artist. 235 He placed a urinal “on the lofty throne of art,” to 
use a phrase from his fellow Dadaist Jean Arp, who also proclaimed that 
everything is art. The mass-produced plumbing device was still a urinal; 
and yet at the same time, it was art. 

Subsequently, if everything is art, than everyone is an artist. The Fountain 
may have been a joke—the Dadaists were infamous for their pranks; 
however, three things are united to suggest a deeper meaning: water, urine, 
and the signature. Water has a maternal meaning; 236 also Cyane, a nymph 
who tried to save Persephone from Pluto was transformed into a fountain, 
called —Synchronicity again— Pisme . 237 Urine was used to anoint the 
Persian ruler 238 —the king of kings, a title that also belongs to Christ. And 
the signature is an anagram meaning ‘Great Mother.’ 239 The Fountain then 
is nothing less than a celebration of the demiurgic power of humanity, for 
Duchamp created it, like a god, by an act of will. And here is the 
subversive central essence: Everyone is an artist and everyone is like 
God. Like allegories, Dada involves the viewer in the creative process — 
this is the central essence of art according to Dada. Yes, everyone has 
demiurgic power. Like Jennifer Check, Chloe Sweeney, the five girls of 
Sucker Punch , and Lilly, each of us has the power to act like God. To love 
and to create. 

Alexej Jawlensky, the Russian artist, said: 

“Art is nostalgia for God.” 


234 For Duchamp see Wikipedia, the online encyclopedia, “Marcel Duchamp” and “Fountain 
(Duchamp).” 

235 Von Lengerke, Masterpieces of Western Art, vol 2, p 617. 

236 Jung, Psychology of the Unconscious, p 244. 

237 Lempriere's Classical Dictionary, p 199. 

238 The author was unable to relocate the source of this. However, in the paper “The Secrets of 
Zoroastrianism,” Mark Willey documents the use of blood, urine, or water in the initiation rites of 
the ancient Persian religion. 

239 The seminal work on matriarchy is Johann Bachofen's Das Mutterrecht (1861): Mother Right: 
An Investigation of the Religious and Juridical Character of Matriarchy in the Ancient World. The 
historical value of Bachofen's work has been criticized; but Jungian psychiatrists and philosophers 
have mined it for generations for its psychological insights. 
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What he should have said, and what Duchamp may have been hinting at 
with the Fountain, is that art is nostalgia for Mother. 

For like the Great Mother, Dada is the unifier of opposites: 

“Dada applies itself to everything, and yet it is nothing; it is the point 
where the yes and the no and all the opposites meet....” —Tristan Tzara, 
“Lecture on Dada.” 

The “nothing” that Tzara mentions seems very much like the Tao of 
Chinese philosophy, which the Jesuits translated as “god,” and Lao-tzu 
called “the mother of all things.” Jung equated it with Causality. 240 Dada 
also seems akin to Zen, which often employs paradoxical sayings intended 
to transcend rational thought, or to cancel it out. 

“Dada wished to destroy the hoaxes of reason and to discover an 
unreasoned order.” —Jean Arp. 

Sophia—the wisdom of feeling. 




240 Jung, Synchronicity, pp 96-98. 
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^ Mommy! Mommy? Please Be Home! 

Manta is obviously about mothers. Lilly and Victoria lose their mother to 
domestic violence, and are raised by a foster mother who is a ghost, until a 
reluctant Annabel becomes their mother. The film shows the moment that 
punk-rocker Annabel becomes a mother to Lilly. Lilly has snuck out to 
search for Mama (the ghost) on a cold autumn night, and Annabel finds the 
little girl asleep under a pine tree the next morning. Frighten that the child 
has hypothermia, Annabel picks her up and carries her inside. Hugging 
and caressing the child, Annabel tries to warm the tiny body; but when 
Lilly revives, she fights —she wants nothing to do with this fake mother. 
Annabel, however, does not stop. She is powered by overwhelming 
concern for the child. Her maternal instincts have kicked in, despite her 
desire for a care-free life style. Finally, Lilly surrenders. She finds the 
caresses comforting and loving. It is a new sensation for her—she has 
only known a ghost for a mother, and ghosts do not have body heat. Lilly 
and Annabel bond at this tender moment: a Pieta that foreshadows Lilly's 
spiritual transcendence at the end of the film, when, out of the purest love, 
Lilly returns to Mama: 

“...Suffer the little children to come unto me, and forbid them not: for of 
such is the kingdom of God.” —KJV Mark 10:14. 

Dickens illustrates this in his poignant short story “A Child's Dream of a 
Star.” From cradle to grave, a star is the spiritual focal point of the 
protagonist's life. Throughout his long life, he has visions of his departed 
loved ones ascending to the star and abiding there with the leader of a 
celestial host. Of course, the star is the entrance to Heaven. And when at 
last, the protagonist is on his deathbed, he has a vision of his ages falling 
from him like a garment; and as a child, he too ascends to Heaven, joining 
his departed family who awaited him all through the years. 

In Fragment 31 of The Gospel of the Hebrews, one of the texts that the 
Church leaders did not want people to read, Christ calls the Holy Spirit, 
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“My Mother.” 241 When Lilly returns to Mama, therefore, she returns to 
God. Normally in the pieta composition, Christ occupies the position that 
Lilly is in; and if there is any doubt that Lilly is intended to occupy 
Christ's spot, in a subsequent scene Lilly plays with a stuffed toy lamb 
while Annabel searches the doctor's office: Lilly too is the Lamb of God. 
Although the most famous pietas are those with Jesus and Mary, the form, 
l ik e the Cross, predates Christianity; 242 and in Mary's spot, we often find a 
mother goddess such as Isis or as in a fifth century B.C. statue, Mater 
Matuta (National Archaeological Museum, Florence). In harmony with 
forest symbolism, Lilly's Pieta contains the Tree of Life, represented by a 
fleur-de-lis design on a chair in the background directly behind Lilly's feet. 
Legend says that Christ was crucified on a Cross made from the Tree of 
Life that grew in the Garden of Eden. 243 Like Christ, Lilly too does not 
die; she ascends to a higher plane. Jung, it should be mentioned, 
considered the Pieta to be the opposite of the Terrible Mother archetype; 
here the frightening ghost of Mama represents the Terrible Mother, or 
death. And yet, the Great Mother grants life through death. The 
transformation of souls is Her work as well; 244 so that death is not an end. 
This is what Lilly's love for Mama shows us. 

“...For love is strong as death....” —KJV Song of Solomon 8:6. 

In Jennifer's Body , the mothers seemingly have insignificant parts; but, of 
course, a mother is never insignificant. Jennifer's mother appears only 
once for a few seconds, but what important seconds they are! Another 
unmistakable Pieta, complete with angel —a small statue that stands 
against the wall behind Jennifer. This scene is a powerful climax to the 
literal story and the allegorical play. When the girls fall on the bed, they 
also form a heart—the special emblem of their friendship—in the space 
between their bodies, with Needy's head tilted left, her leg making half of 
the point at the bottom, and Jennifer's head tilted right, her arm making the 
other half of the point. Yes, this is the meaning: Jennifer and Needy's 
friendship survives even death! 

Needy's mother appears in one scene to signal the allegorical divine nature 
of Jennifer by making the sign of the Cross when she mentions “J. C.” — 
Jesus Christ the Saviour, who shares the same initials with Jennifer Check 


241 Nicholson, The Gospel According to the Hebrews, p 74. 

242 Jung, Psychology of the Unconscious, p 469. 

243 Chevalier and Gheerbrant, The Penguin Dictionary of Symbols, p 254. 

244 Neumann, The Great Mother, p 302. 
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— and warning her daughter that one day she will not be there when her 
daughter needs her. Needy cries out for her mother after being terrified by 
a vision of Jennifer killing Colin and then encountering a bloodied 
Jennifer—resembling in one shot a sort of anti-Holy Virgin: the Terrible 
Mother—on the road home in a scene that resembles another 1980's horror 
film, An American Werewolf in London (Universal Pictures, 1981). Needy, 
calling out for her mother, rushes into her house; and just as predicted, her 
mother is not there. However, a subtle thing occurs. Needy, weeping on 
the couch, falls asleep and dreams of the Saviour—Jennifer—complete 
with symbolic Stigmata and Communion. The dream is bookended by a 
bright light, as is the flashback to the sandbox that occurs when the girls 
do battle. Symbolically, light always represents the spiritual or the 
divine. 245 In both the dream and the flashback, Jennifer and Needy are 
children playing in a sandbox; and as with Lilly, they are of “the kingdom 
of God”—the Stigmata and Communion can mean nothing else. Jennifer 
and Needy in these sequences are children of the Light. And upon waking 
from her dream, Needy goes upstairs to find the Saviour in her bed. 
Allegorically, when Needy appeals to her earthly mother for succor, she 
instead finds God. 

Sucker Punch begins on the horrible stormy night that Baby Doll's mother 
dies, leaving Baby Doll and her sister at the mercy of their evil step-father; 
and subsequently, Sweet Pea and Rocket wish to escape their confinement 
so that they can return home to their mother. And then - mother is not a 
mere mortal; she is the Great Mother, unifier of opposites, giver of life and 
death. 246 

Although a reference in the script to Chloe being thrown out by her 
mother was not included in the film, Chloe, starved of love, is mystically 
drawn to Catherine, a mother struggling to maintain a relationship with her 
son who is on the verge of manhood. When Chloe crashes her bicycle, it 
is explicitly clear that she craves mothering as Catherine—who yearns to 
mother as much as Chloe longs for mothering—bandages the wound. It is 
significant that Chloe gives to Catherine the ornate hairpin that once 
belonged to Chloe's mother. The design of the hairpin seems to resemble a 
peacock or a butterfly, or perhaps a flower of some sort—it vaguely 
suggests a fleur-de-lis: All these are possible, considering the spiritual 
rebirth that Catherine undergoes in the “missing scene” of the film. All 
these symbols evoke the idea of unfolding, opening, or flowering; and this 


245 Biedermann, Dictionary of Symbolism, p 204. 

246 Neumann, The Great Mother, p 279. 
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idea is contained in the name Chloe — ‘blossoming’—long ago a title given 
to Demeter as guardian of the green fields of summer, as Mother 
Goddess. 247 Archetypally, unfolding represents spiritual development, 248 
and this is the key to the missing scene of the film. The love that 
Catherine ultimately finds is a spiritual love, and she is reborn 
symbolically at the end: She looks younger and lovelier than before, as 
she descends the stairs—comes from above—to join her guests at a party 
for her son's graduation. It is spring, the time when Persephone returns 
from the Land of the Dead, the time of rebirth, the time of unfolding. 

The unfolding also connects the character of Chloe to another aspect of the 
Divine Feminine: Sophia, the personification of Wisdom. The flower is 
Sophia's symbol, and the wisdom that Sophia manifests is the “wisdom of 
feeling.” 249 Sophia is not a passive goddess, but like Chloe, she intervenes 
in the material world upon appeal. 250 Catherine, experiencing isolation 
and alienation in her life, turns to Chloe for assistance; and, as already 
stated, Chloe knows the central problem: Catherine acts to control people 
in her life; the solution is that she must love the people in her life. Chloe 
shows her the way, the selfless way of love. 

Children, all separated from their mothers when most in need. It is not 
mere coincidence that this occurs in each film under consideration. 
Synchronicity again! 

Jung believed that psychologically we never get over the separation from 
our mothers that is inevitable at birth and as we grow up. 251 Everyone 
longs for reunion with Mother. Everyone longs to return to the womb. 
Many prehistoric burials feature the interned in a fetal position—the grave 
is symbolically a womb. 252 However, except in death, we cannot return to 
dwell in the womb. This inexhaustible desire must be sublimated. Thus, 
Jung believed, the religious impulse in humans is bom. It is therefore not 
surprising that women in the ancient world were regarded as conduits to 
the divine, as they are in each of these films. The most renowned oracle in 
the ancient world was the Pythia of Delphi, always a woman. 


247 Yonge, History of Christian Names, vol 1, p 166. 

248 Neumann, The Great Mother, p 262. 

249 Neumann, The Great Mother, p 325. 

250 Neumann, The Great Mother, p 331. 

251 Jung, Psychology of the Unconscious, pp 70-82 and p 230. 

252 Neumann, The Great Mother, p 45. 
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She spoke for God: the Mother of us all. 


wwwwwwwwww 


< 66 > 


//////////////////// 



Bibliography of Principle Sources 


Bain, Carl E., Jerome Beaty, and J. Paul Hunter. The Norton Introduction 
to Literature. 3rd edition. New York: W. W. Norton & Company, 
1981. 

Bayley, Harold. The Lost Language of Symbolism. London: Williams 
and Norgate, 1912. 2 vols. 

Bergman, Peter M. The Concise Dictionary of Twenty-six Languages in 
Simultaneous Translations. New York: Avenal Books, 1981. 

Biedermann, Hans. The Wordsworth Dictionary of Symbolism. Translated 
by James Hulbert. Ware (England): Wordsworth Editions, Ltd., 
1996. 

Brewer, E. Cobham. A Dictionary of Miracles. Philadelphia: J. B. 
Lippincott Company, 1884. 

Chevalier, Jean and Alain Gheerbrant, et al. The Penguin Dictionary of 
Symbols. Translated by John Buchanan-Brown. London: Penguin 
Books, 1996. 

Cirlot, J. E. A Dictionary of Symbols. Translated by Jack Sage. 2nd 
edition. New York: Welcome Rain Publishers, 2014. 

Eliade, Mircea. Images and Symbols: Studies in Religious Symbolism. 
Translated by Philip Mairet. London: Harvill Press, 1961. 

Eschenburg, Barbara and Volker Essers, Ingeborg Gussow, Christa von 
Lengerke. Masterpieces of Western Art. Cologne: Taschen, 1996. 2 
vols. 

Farnell, Lewis Richard. The Cults of the Greek States. Oxford: 
Clarendon Press, 1896. 3 vols. 


wwwwwwwwww 


<61 > 


//////////////////// 



Funk & Wagnalls New Encyclopedia. New York: Funk & Wagnalls, Inc., 
1979. 27 vols. 

Hall, James. Dictionary of Subjects and Symbols in Art. 2nd edition. 
Boulder (Colorado): Westview Press, 2008. 

Harrison, Jane Ellen. Ancient Art and Ritual. London: Williams & 
Norgate, 1913. 

Hartland, Edwin Sidney. The Science of Fairy Tales: An Inquiry into 
Fairy Mythology. (Contemporary Science Series.) London: Walter 
Scott, 1891. 

Julien, Nadia. The Mammoth Dictionary of Symbols. Translated by 
Elfreda Powell. New York: Carroll & Graf, Publishers, Inc., 1996. 

Jung, C. G. Psychology of the Unconscious: A Study of the 
Transformations and Symbolisms of the Libido. Translated by 
Beatrice Hinkle. New York: Moffat, Yard and Company, 1916. 

Knight, Richard Payne. The Symbolical Language of Ancient Art and 
Mythology: An Inquiry. New York: J. W. Bouton, 1892. 

Lempriere's Classical Dictionary. London: Henry G. Bohn, 1853. 

Markale, Jean. Montsegur and the Mystery of the Cathars. Translated by 
Jon Graham. Rochester (Vermont): Inner Traditions, 2003. 

Neumann, Erich. The Great Mother: An Analysis of the Archetype. 
Translated by Ralph Manheim. (Bollingen Series XLVII.) Princeton 
(New Jersey): Princeton University Press, 2015. 

Robbins, Rossell Hope. The Encyclopedia of Witchcraft and Demonology. 
New York: Bonanza Books, 1981. 

Ronnberg, Ami and Kathleen Martin (eds.) The Book of Symbols: 
Reflections on Archetypal Images. Cologne: Taschen, 2010. 

Smith, William (ed.) Dictionary of Greek and Roman Biography and 
Mythology. Boston: Little, Brown, and Company, 1870. 3 vols. 

Wikipedia, the free online encyclopedia, https://www.wikipedia.org. 


vvvvvvvvvv 


< 68 > 


//////////////////// 



Yonge, Charlotte Mary. History of Christian Names. London: Parker, 
Son, and Bourn, 1863. 2 vols. 




wwwwwwwwww 


< 69 > 


//////////////////// 




Plates 




I—“Jennifer's Pieta” 

After the battle, Needy (left, Amanda Seyfried) and Jennifer (right, Megan 
Fox) lie on the bed as Jennifer's mother (Carrie Genzel) cradles her 
daughter. (From Jennifer's Body, directed by Karyn Kusama, 2009.) 

Aside from the angel in the background and the artistic draping of 
Jennifer's body, note how the girls form a heart-shape between them, 
created by Needy's leg, Jennifer's arm, and the tilting of their heads. See 
pp 31, 63. 






II—“Lilly's Pieta” 

Annabel (Jessica Chastain) hugs Lilly (Isabelle Nelisse). (From Mama, 
directed by Andy Muschietti, 2013.) Note the design on the chair at 
Lilly's feet, no doubt emblematic of the Tree of Life. See p 62. 



photo S. Traykov 


III —La Pieta, by Michelangelo Buonarroti 

A youthful Madonna with the dead Christ in her lap. (Marble, St. Peter's 
Basilica, Vatican City, 1498-1500.) Dante wrote in Paradiso 33:1, “Thou 
Virgin Mother, daughter of thy Son...” See pp 20, 63. 












IV—Mater Matuta 

The goddess Mater Matuta with a child in her lap. (Sculpture, National 
Archaeological Museum, Florence, 5 th century B.C.) A pre-Christian 
pieta. See p 63. 





V —Night, by Sir Jacob Epstein 

An impassive mother with a dead child on her lap. (Sculpture in stone, 55 
Broadway, Westminster, 1928.) The pieta has been a motif in art for many 
centuries. See p 63. 





VI-“The Tree of Life” 

The Crucifix depicted as the Tree of Life. (From an old engraving, 1512.) 
Note how the two branches suggest the shape of a heart. The cross and the 
heart are emblematic of the Mystic Center. See p 63. 





VII—“Lady of the Beasts” 

Reproduction of the design on an ancient Boeotian vase showing the Great 
Mother with a fish in her womb. (National Museum, Athens, 7 th century 
B.C.) The fish is a cosmic symbol. Note also the shape of the goddess's 
face. See p 22. 



















VIII-“The Big, Bad WolF’ 

Little Red Riding Hood in bed with the Wolf. Illustration by Gustave 
Dore. (From Fairy Realm , London: Ward, Lock, and Tyler, ca 1866.) 
The wolf personifies avarice and sexual predation. See pp 10-11. 





IX—The Cross in the Mountains, by Caspar David Friedrich 

A holy landscape with pine trees as sacred architecture. (Museum Kunst 
Palast, Ehrenhof, 1812.) Mountains are immemorial holy places, and fairy 
tales have preserved the numinous character of forests. See p 4. 




X—“Needy's Slippers” 

Needy's unconventional footwear. (From Jennifer's Body , directed by 
Karyn Kusama, 2009.) The rabbit is a symbol of Eastertide and all it 
entails. In some folk tales of Central Europe, the slipper or sandal denotes 
female dominance. See pp 40-41. 


XI—“Colin's Rosary” 

Colin has been slain by the demon. (From Jennifer's Body, directed by 
Karyn Kusama, 2009.) Needy calls Colin and the other people in her town 
“saints.” Seep 12. 


XII—“Jennifer's Last Supper” 

Needy {right, Amanda Seyfried) saves her friend Jennifer {left, Megan 
Fox) from the fire. (From Jennifer's Body, directed by Karyn Kusama, 
2009.) The show by the band Low Shoulder marks the last time that the 
girls are together as normal friends. Here, Needy is the “Beloved 
Disciple” of Christ. See p 18. 



XIII —The Last Supper , by Sir Peter Paul Rubens 

Christ and his Apostles. (Pinacoteca di Brera, Milan, 1632.) Tradition 
maintains that “the disciple whom Jesus loved” (John 13:23 and 21:20) 
and who leaned on Him at the supper was John. See p 18. 


XIV—“The Saviour Is in the House” 

Needy (Amanda Seyfried) investigates a noise in her house. (From 
Jennifer's Body, directed by Karyn Kusama, 2009.) The noise indicates 
that Jennifer has returned from the forest. Note especially the Crucifix. 
See p 6. 


XV —The Nightmare, by Henry Fuseli 
A masterpiece of Gothic horror. (Detroit Institute of Arts, 1781.) The 
word mare has three distinct, yet cognate meanings. See p 34. 
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XVI-“Lucas's Tunnel” 

Lucas (Nikolaj Coster-Waldau) searches for his nieces. (From Mama, 
directed by Andy Muschietti, 2013.) The tunnel is both a physical 
passageway and an archetypal conduit: It often serves as a connection to 
the afterlife. See pp 44-45. 






XVII —Roadway with Underpass, by Vincent van Gogh 

A ghostly form lurks in the darkness of a passage. (Thannhauser 
Collection, Guggenheim Museum, 1887.) Is the person suspended 
between this world and the next? See p 45. 




XVIII—“Baby Doll’s List” 

Baby Doll (Emily Browning) tells her friends about her plan to escape. 
(From Sucker Punch, directed by Zack Snyder, 2011.) She is the fifth 
item, the great sacrifice. See pp 55-56. 



XIX-“Victoria's Jar” 

Victoria (Megan Charpentier) struggles to open a jar in a highly 
symbolical scene. (From Mama , directed by Andy Muschietti, 2013.) The 
jar or any small container is symbolic of the womb. See p 46. 


XX-“Mama with Child” 

Mama (Javier Botet) holds Lilly (Isabelle Nelisse) in her arms. (From 
Mama, directed by Andy Muschietti, 2013.) Compare XXI. Seepp49 
50. 



XXI—Madonna Tempi (Madonna and Child), by Raphael 
The Holy Mother with the Christ Child. (Alte Pinakothek, Munich, 1508.) 





XXII-“Bliss” (Lilly in the Cocoon) 

A smiling Lilly (Isabelle Nelisse) is reunited with Mama. (From Mama, 
directed by Andy Muschietti, 2013.) Note the cross-shape in the light. 
See p 50. 




XXIII-“Jennifer's Horse Fair” 

Jennifer (Megan Fox) gets ready for the dance. (From Jennifer's Body , 
directed by Karyn Kusama, 2009.) Note the horses and rabbit on the shelf, 
the books, vase, and mirror on the table: All are potent symbolical items. 
See pp 19, 28, 31, 41. 






XXIV-“The Mother of God” 

A composition of the Trinity with the Holy Spirit as Mother. (Woodcut, 
10 th century.) In The Gospel of the Hebrews, Christ calls the Holy Spirit 
His Mother. Note also that there are five heavenly figures in the picture. 
See pp 62-63. 













XXV-“Trinity” 

Jennifer (right, Megan Fox) tries to seduce Chip (left, Johnny Simmons). 
(From Jennifer's Body, directed by Karyn Kusama, 2009.) Note the three 
fish on the wall behind the couple, the 5s on either side of them, and the 
dark square at their feet. For many centuries, the fish has been an 
important religious symbol and here stands for the Trinity; the number five 
has mystical significance; and although the square is often a terrestrial 
symbol, the Russian artist Kasimir Malevich equated the square with God. 
The Pythagoreans believed that the square augmented the power of female 
deities. See p 22. 


XXVI-“Needy as Death” 

Needy (Amanda Seyfried) has come to battle her friend. (From Jennifer' 
Body, directed by Karyn Kusama, 2009.) She is hooded like the 
personification of Death. See p 34. 


XXVII-“My Dream Is Yours” 

Amber (Jamie Chung) steals fire. (From Sucker Punch, directed by Zack 
Snyder, 2011.) Stealing fire by itself is symbolical; but also note the 
movie poster in the upper left comer: Bugs Bunny is in the film; 
therefore, the poster represents a hidden symbolic rabbit or hare, one of 
several placed in Sucker Punch. The hare is emblematic of self-sacrifice. 
See p 41. 


XXVIII-“Holy of Holies” (Chloe behind the Veil) 

The opening of Chloe. (From Chloe , directed by Atom Egoyan, 2009.) 
Chloe (Amanda Seyfried) is the Shekinah, the visible Glory of God at 
work in the world. See p 25. 


XXIX-“All Flesh Is Grass” 

The ending of Sucker Punch. Sweet Pea has begun her journey home to 
Mother. (From Sucker Punch, directed by Zack Snyder, 2011.) This shot 
illustrates Isaiah 40:5-8. “...All flesh is grass, and all the goodliness 
thereof is as the flower of the field: The grass withereth and the flower 
fadeth....” Note the crucifix-like scarecrow. See p 57. 



XXX-“God's Gracious Gift” 

Portrait of the Corkonian singer/songwriter Sinead Lohan. (From the 
album No Mermaid , Interscope Records, 1998.) Note the vine, her 
vertical hand, and her cornrows. Like webs, nets, plaits, knots, and 
tangles, the vine is related symbolically to the magical property of binding 
or protection; and the vine is also linked to the destiny-governing aspect of 
the Great Mother. Additionally, vines symbolize Creation. Sinead 
displays her left profile with her left hand raised. The left hand is usually 
considered passive and feminine, yet the left hand is magical. The vertical 
position is symbolic of the active principle; and so in this instance, she, 
like the cross, embodies the union of the active and passive principles. 

Her comrows evoke the legendary Irish hero Citchulainn who had fifty 
braids of golden hair from ear to ear like rays of sunshine. More 
importantly, these plaits resemble ears of grain. The wheat-ear is a symbol 
of mother goddesses such as Ishtar, Isis, Ceres, and Demeter, and also 
Mary the Virgin Mother. After releasing two albums, Sinead found 
fulfillment as a mother to a son and a daughter; as with the Great Mother, 
Sinead's creativity is boundless. See pp 18, 52. 
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